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DISSOLVING THE GROSS ACTUALITY OF FACT:
HAWTHORNE 'S ATTACK ON M ATTER
INTRODUCTION
Throughout h is  l ite r a r y  w orks and noteb ooks, N athaniel H aw ­
thorne com m ents on the rela tion sh ip  betw een the m a ter ia l and the id ea l. 
A t t im e s , he su g g ests  that the sp iritu a l or id ea l is  m ore m eaningful 
than the rea l, that it is  perhaps the m ore  c ru c ia l part of m an 's total 
e x p er ien ce . He d isco v ered , in fact, that the m ore  involved he w as in the  
actu al w orld, the m ore d ifficu lt it w as for h im  to  function as an a r tis t .
In the preface to "Our Old H o m e,"  Hawthorne m a k es a typ ica l sta tem en t  
that the " P resen t, the Im m ediate, the A ctual, h as proved too potent"  
for  h im . In v iew  of such rem a rk s, w hich include an a sse r tio n  in a 
N ote-B ook  p assa g e  that re flec tio n  is  indeed the rea lity , it  is  not s u r ­
p r is in g  that m any sch o la rs  have trea ted  the su b ject of H aw thorne's  
attitude toward the m a ter ia l. A key p a ssa g e  fo r  such in v estiga tion  is  
found in the preface  to  The S ca r le t L etter  w here Hawthorne d e sc r ib e s  
h is  m o st productive hou rs a s  an a r tis t .
During the tw iligh t tim e betw een night and m orning, s le e p  and 
w aking, or when the lig h t g low s fro m  the f ir e p la c e  and fro m  the
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njoonbeam s, ob jects seem  to " lose their actual su b sta n ce ,"  sa y s
H aw thorne, and to be " in vested  w ith a qu ality  of stra n g en ess  and
r e m o te n e s s ,"  T hey becom e " sp ir itu a lized ,"  figm en ts of the m ind and
thus can be arranged and recom bined in unusual w ays. "Thus . . .
the flo o r  of our fa m ilia r  room  has becom e a neutral te r r ito ry ,
som ew h ere betw een the r ea l w orld and fa iry -la n d , w here the A ctual
and Im aginary m ay m eet, and each  imbue its e lf  w ith the nature of the
other" (V, 55). ^
The problem  which a r is e s  is  w hether Hawthorne via  the neutral
ground is  som ehow  to ta lly  rejectin g  the m a ter ia l in favor of the id ea l.
H as he been su ggestin g , m any have asked , that the ideal i s ,  a fter  a ll,
the real?' And, does th is m ean that the m an who so  p r ized  balance in
a ll th ings has lo s t  h is  own? R ichard F og le  s e e s  the neutral ground as
the w orld of im agination , w h ere, m o st c r it ic s  a g ree , Hawthorne tru ly
liv e d  and labored . In a su ccin ct statem en t, F og le  d istin gu ish es the
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im agination  from  the understanding:
U nderstanding is  the facu lty  by w hich we p e r ­
ceive  the w orld  as M ateria l - -  u tilitar ian , ab­
s tr a c tiv e , and d iv isive; understanding is  in d is ­
pensable but incom plete  . . . Im agination, on 
the other hand, p erce iv e s  the id ea l, w hich is  
the innate r ea lity  and truth of th in gs. Im agin a­
tion endows the w orld with l i f e  and unity, and 
consequently  w ith m eaning.
The "innate r e a l i t y  w as what in terested  H aw thorne. But when he speaks
of h is  sp ec ia l area of the im agination , the neutral ground, he does not
m ean "betw een the rea l and the un real, but betw een extern a l and
in tern a l, betw een thing and idea, betw een m ea n in g le ss  fact and un -
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grounded m eaning. " T h ere is  r e a lly  a kind o f  im aginative fu sion  
of the r e a l and the id ea l rather than a refu sa l to recognis^e the 
fo r m e r .
The neutra l ground is  a lso  the rea lm  of the rom ance, w hich  
w as for  Hawthorne a kind of border fic tio n , a m ediu m  in w hich the 
w rite r  could p resen t truth "under c irc u m sta n c es , to  a grea t ex ten t,"  
of h is  own "choosing or crea tio n . " Although he wanted to conform  
"not m e r e ly  to the p o s s ib le , but to the probable and ord inary cou rse  
of m an 's e x p e r ie n c e ,"  he n e v e r th e le s s  b e liev ed  the rom ance w as sub­
je c t  to la w s and should be faithful to "the truth of the human heart. "
T hus, he m anaged to ach ieve  the co a litio n  of outward and inward
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r e a lity , h is to r y  and dream .
N ot only is  th is neutral ground the area  of the im agination  
and the area  of rom an ce, but it is  a lso  the rea lm  of the sym bol. E rn st  
C a s s ir e r , in An E s s a y  on M an, says that in the sym bol th ere is  "a 
c lu e  to the nature of m an , " defined  by C a ss ir e r  not a s an an im al 
r a tio n a le , but as an anim al sym bolicu m , for it is  th is  sym bolic  fu n c­
tion  w hich d istin g u ish es  m an fro m  the a n im a ls. F u rth er, C a ss ir e r  
sa y s that without sy m b o lism  tnan's life  would be confined to h is b io ­
lo g ic a l n eed s and h is  p ra c tica l in te r e s t s , w ith no a c c e s s  to the ideal 
w orld , w hich is  rep resen ted  by re lig io n , art, ph ilosophy, and sc ie n c e .
S ym b olism  b a s ic a lly  is  a form  of e x p r ess io n , approxim ate
at b e s t , and perhaps arb itra ry  until it  has obtained the fo rce  of a 
convention , for an u n seen  r e a lity  apprehended by the c o n sc io u sn ess . 
The G erm an word for  sym bol is  s in n b ild , sinn m eanin g sen se  or 
m ean in g , and bild  m eaning im age . T h ese  two are  com bined in the 
w ord it s e lf  h e r e , and in sy m b o lism , w hich Jung thought of as the un iter  
of o p p o sites  or as m etap hors for  the e tern a l in the form s of the tra n ­
sien t. F or h im , the sym bol is  a m ed ia tor  betw een co n sciou s and 
u n co n sc io u s, the hidden and the m a n ife st . It is  not ab stra ct or con ­
c r e te , rational or irra tio n a l, r ea l or unreal but be lon gs to an " in ter­
m ed ia te  rea lm  of subtle r ea lity , " w hich it alone can adequately ex -  
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p r e s s .  H aw thorne's n eu tra l ground can a lso  be seen  as h is  u se  of 
sy m b o lism  as an a r tis t ic  d ev ice  to p resen t m eaningfu l fact. F è id e l-  
son su m s up H aw thorne's goal, w hich is  ev idenced  in h is  ovoi s ta te ­
m en ts and in h is  work:
The w orld  that the w r iter  seek s  is  generated  
by contem plation  of the sym bol, not by the 
extern a l yok in g-togeth er  of two realm s, w hich  
by defin ition  a re  d ifferen t in  kind. T h is  in te ­
g ra l act of p ercep tio n  e ffectu a lly  'opens' an 
im aginative; fe a lity . ^
H awthorne, th us, does not to ta lly  r e jec t  r ea lity , but b e lie v e s  
that m o re  b a sic  truths can be rev ea led  by con cen tratin g  h is  im ag in a­
tiv e  fa c u lt ie s  on m an 's inner or sp ir itu a l sta te . H is concept of the 
n eu tra l ground extends from  a esth e tic  th eory  to p h ilosophy of l i f e .  
H awthorne b e liev ed  in  the balanced l i f e ,  one w hich recogn ized  that
the u n iv erse  w as a sp ir it-m a tte r  continuum . Human beings should  
m ake e v e r y  attem pt to coord inate inner and outer ex p er ien ce , a v o id ­
ing p rob lem s w hich m ight a r ise  from  going to e x tr em e s .
H aw thorne's a esth e tic  th eory  and philosophy of l ife  w ere  
th ere fo re  both based  on the "neutral ground" attitude. Much s c h o l­
a r ly  attention has been given  to th ese  m a tte r s , w hich have been quite 
thoroughly exp lored . T his e s s a y  does not purport to add any new  
h yp othesis concernin g H aw thorne's w orld  v iew . What fo llo w s , rather, 
is  a d eta iled  exp lica tion  of how Hawthorne id ea lized  the m a ter ia l 
w orld  and projected  or rea lized  the id ea l.
The f ir s t  chapter ex p lo res  H aw thorne's attitude tow ard m atter  
and d is c u s s e s  the v a r iou s fa c e ts  w hich ch a ra cter ize  that attitude. He 
b e lie v e s  that m a tter  can be d ea lt with in m any w ays: d estru ction  by 
f ir e , lik e  the death of Ethan Brand; by d ecay , lik e  the cu stom  house  
m a te r ia ls  in The S ca r le t L e tte r ; by m utilation  and shattering , lik e  
Z en obia 's drowned body or P e te r  G oldthw aite's h ou se. In addition, 
m atter  m ay  be p u rified , an end w hich D im m esd a le  seek s; tran scen d ed  
by the a r tis t  who c r e a te s  another world; tran sform ed  by the m anner in  
w hich he creates.-^that world; sp ir itu a lized , brought to life  as the 
a r tis t  en liven s h is  ch a ra cters; tran sform ed , as the ch a ra cter s  in a 
w ork change from  one condition to another; and fin a lly , id ea lized , 
changed into m eaning or idea lik e  the parchm ent p ap ers in the C ustom  
H ouse becom e the n ovel. The S c a r le t  L ette r , w hich rep re sen ts  the
e ffe c ts  of sin  and guilt. H aw throne's en tire  e ffo rt in connection with  
affectin g  the m a ter ia l in any way is  d irected  tow ard the m ajor ob jective  
of h is  a r tis t ic  credo - -  to d is so lv e  the g r o ss  actu a lity  of fact by e m ­
p h asizing  idea, and th ereb y  to gain u n iv ersa l m eanin g, a sign ifican ce  
that would outlive its  own tim e.
T his could a lso  be gained by the u se  of a r t is t ic  d istan ce , a 
m atter  to w hich chapter II is  devoted . A ll a r t is ts  are involved with  
th is prob lem  of p lacing th eir  work in such a w ay that ju st the right 
d eg ree  of d istance is  m aintained so  that the rea d er  or v iew er can ap­
p rec ia te  the work. Hawthorne gained d istan ce  in se v e r a l w ays. T e m ­
poral d istan ce  is  apparent and e ffectiv e  in those s to r ie s  which co m p rise  
h is  M yth of New England, lik e  the L egends of the P rov in ce  H o u se , 
Edw ard Randolph's P o r tr a it ,"  "Old E sth er  D u d ley ,"  and others; 
sp atia l d istan ce  is  a lso  u sed  in m any of the ta le s  and n o v e ls , e sp e c ia lly  
in such w orks as The M arble F aun, set in Ita ly , aw ay from  the c o m ­
m onplace A m erican  scen e  w hich lacked  shadow and m y ste ry . T here  
i s  a lso  p sych ic  d istan ce , w hich m eans e s s e n t ia lly  m aintaining o b ject­
iv ity , or p lacing the exp erien ce  portrayed out of gear with the p r a c ti­
ca l everyday  e x isten ce s  o f th ose who w ill be reading about it, so  that 
the m o ra l or m eaning of the w ork w ill em erg e  independent of top ica l 
or p erso n a l con sid era tio n s. D ista n ce  can a lso  be gained, as it  is  by 
H aw thorne, by the u se  of m ythology, fa m ilia r  enough to allow  a s s o c ia ­
tion s to be m ade but d istan t enough so  that the w ork w ill be out of the
rea lm  of everyd ay  ex p er ien ce .
D istan ce  m ay a lso  be ca lled  p er sp ec tiv e , in w hich c a se  it is  
not only im portant for the a r t is t  to m aintain , but a lso  b ecom es a 
m a tter  of p erson a l and individual s ig n ifica n ce . In H aw thorne's work, 
we se e  num erous ch a ra cters  who have lo s t  a ll sen se  of balance, who 
are e x tr e m ists  in one w ay or another. T h eir  m alady is  one in w hich  
Hawthorne w as quite in terested  - - a n  in ab ility  to m aintain balance in 
l ife  - - s o  m uch of h is  work ex p lo res  the prob lem s which lea d  th ese  
people to th eir  cu rren t sta tes  and the p rob lem s w hich are a part of 
that condition. T hey are g ro te sq u es, unable to reta in  in th e ir  l iv e s  
any sem blance of ord er . R ather than liv in g  in a kind of neutral 
ground, the area  w hich d e sc r ib e s  H aw thorne's a r t is t ic  m edium , they  
m ig ra te  to one or the other edge of v a r io u s e x tr e m e s . B efore  th is  
o c c u r s , how ever, th ey  u su a lly  find th em se lv e s  on som e kind of 
th resh o ld .
The th resh o ld  im age , w hich con stan tly  recu rs  in H aw thorne's  
w ork, is  s ig n ifica n t in m any w a y s. One can think of it, a s  H awthorne 
did, a s  the neutra l ground betw een  the actual and the im aginary, in  
w h ich  sen se  it  b eco m es a m etaphor for  the r ea lm  of the rom ance, or 
the p lace  w here d istan ce  and p e r sp ec tiv e  e x is t  as opposed to the e x ­
tr e m e s , or as the sym b olic  m ethod of w ritin g , w hich partakes of both  
the rea l and the im agin ary . It is  im portant too in  the sen se  that m o st  
of H aw thorne's ch a ra c ter s  step  over  som e kind of boundary lin e , w hich
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se e m s  to rep resen t som e p sy ch ic  or m o ra l m ovem ent. In addition, 
it  r ep resen ts  that area  betw een s leep  and waking, a tim e  when the 
co n sc io u s and u n con sciou s com e togeth er .
F u rth erm o re , it is  the n e c e s s a r y  p lace  to c r o ss  w henever  
one m ak es any kind of jou rn ey, and th is  t ie s  the th resh old  im age in  
with the next chapter w hich d is c u s s e s  sym b olic  jou rn eys. H awthorne 
u se s  the journey m otif to p resen t the "underside" of ex p er ien ce , to 
portray the e x p er ien ces  of the u n co n sc io u s, to p resen t the s ig n if i­
cance of the inner l i f e .  W hatever the con seq u en ces of such a tr ip , 
v a r iou s ch a ra cters  find th ey  m u st m ake it; m ore  often than not, they  
are d estroyed  b ecau se  of it. H awthorne p resen ts  the journey them e  
in  te r m s  of a w ith draw al-retu rn  m ôtivq , a d escen t into the u n co n sc io u s, 
w here one is  faced  w ith what Jung has ca lled  the Shadow, with the ob­
je c t  a lw ays being to d escr ib e  what goes on in that dark in ter io r  of 
m an 's e x is te n c e , that "uncharted" te r r ito ry .
F in a lly , continuing h is  task  of d isso lv in g  the g r o ss  actu a lity  
of fa c t, Hawthorne u s e s  sym b olic  se tt in g s , so m etim es  involving n ature, 
and natural phenom ena, and at other t im es  concerned  w ith sym b olic  
in te r io r s , lik e  the house of the sev en  g a b les . L ike o th ers , for  whom  
the land scape l i e s  w ith in , H awthorne u s e s  th ese  se ttin g s to sym b olize  
p sy ch ica l s ta te s  or m o ra l p ro b lem s.
It is  e s s e n t ia l , I  think, to rem em b er that H awthorne w as not 
attem pting to p resen t a w orld  oth er than the m a ter ia l one in w hich he
liv e d  sim p ly  because he wanted to e sca p e  from  an in to lerab le  rea lity . 
H is a r t is t ic  approach is  b ased  on what rea lity  was to h im . He a l ­
w ays fe lt  that the inner l ife  w as m uch m ore  rea l than the outer one, 
that to d escr ib e  what w as going on w ithin w as to capture the e sse n c e  
of hum an ex isten ce . A lso , if one could p resen t th ese  prob lem s in 
such a w ay as to capture what w as u n iv ersa l about them , to som ehow  
re la te  ex p er ien ces  that would be com m on to  a ll m en at som e tim e or  
other in th e ir  l iv e s ,  not on ly  w ould he be giving the read er  som ething  
m eanin gfu l, som ething r e a lly  s ig n ifica n t, but he would a lso  be e s ta b ­
lish in g  a p lace for  h im se lf  in the h is to r y  of litera tu re  a s an a r tis t  
who w as able to crea te  w ork that would endure b ecause of its  u n i­
v e r s a lity . Follow ing is  a m o re  d eta iled  d iscu ss io n  of H aw thorne's  
attem p t to d isso lv e  the g r o ss  actu a lity  of fa c t in such a w ay that it 
would s t i l l  be fact, but m ore  im portant, m eaningful fa c t.
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CHAPTER I 
IDEA VERSUS MATTER
T here are s e v e r a l w ays of dealing w ith m a tter , a ll of w hich  
appear in H aw thorne's w ork. It m ay be d estro y ed  by f ir e , d ecay , w ater , 
sh a tter in g , or m u tilation; it  m ay be purified; tran sform ed ; sp ir itu a l­
ized; or id ea lized . The a r t is t 's  approach i s ,  of co u rse , a lin g u is tic  
one. T h em se lv es  sy m b o ls , w ords, used  sy m b o lica lly , have the pow er  
to annihilate or change m atter  in som e w ay. In a lm o st e v ery  in sta n ce , 
what happens to the m a te r ia l has a m ora l or e th ica l s ig n ifica n ce . F or  
H aw thorne, th is  m eaning is  what m akes the w ork of art im portant.
One of the m o st obvious exam p les of the d estru ction  of m atter  
i s  the huge bonfire kindled in  "E arth's H o lo ca u st."  H yatt W aggoner 
su g g e sts  that the so u rce  for th is sto ry  m igh t have been C a r ly le 's  
The F ren ch  R evolution  w ith its  frequent f ir e  im a g ery  or T horeau 's  
m en tion  of the Indian cu sto m  of burning a ll property  ev er y  y ea r  in 
p rep aration  for  m aking a new  sta rt in l i f e .   ̂ A t any rate , Hawthorne 
sa y s  the w orld had b ecom e "overburdened w ith an accum ulation  of 
w orn -ou t trum pery, " so  the "inhabitants d eterm in ed  to rid th em se lv e s  
o f it  by a gen era l b on fire . " They begin by throw ing in such things as
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m ark s w hich sym b olize  rank: s ta r s , em b ro id ered  c o lla r s , earth ly  
d is tin c tio n s . T h ese th ings are fo llow ed  by liq u or, tea , co ffee , tobacco, 
bonnets, w eapons, death in stru m en ts, statute books, books, church  
em b lem s, including the B ib le , and even  fa ls e  teeth . The point, of 
c o u r se , is  that a ll th is m atter  w ill be d estro y ed , and that w ith it w ill 
go a ll the corruption w hich it  sy m b o liz e s . Then a b etter  w orld can  
be built. This plan w ill not w ork, though, sa y s  H awthorne, b ecause  
un til the foul cavern  of the human h ea rt is  c lea n sed , no reform  can  
take p la ce .
Another exam ple of the d estru ctio n  of m atter by fir e  is  
Ethan B ran d's su ic id e . H aving sea rch ed  the w orld  over to find the 
unpardonable sin . Brand fin a lly  d isc o v e r s  it in h is own h eart. L ike  
the dog in the sto ry  chasing its  own ta il . Brand has com e fu ll c ir c le ,  
and, unable to continue liv in g  w ith the te r r ib le  knowledge he h as gained, 
c a s ts  h im se lf  head f ir s t  into the lim e  k iln  and is  converted  by the fla m es  
to l im e . In te llec t has taken p reced en ce  over  heart, w ith the end r e ­
su lt being the h e a d -fir s t  plunge into the k iln , which i s  a h eart im age , 
and the rev e la tio n  that B ran d's h ea rt had turned to m a rb le . H is q u est  
led  h im  back to the point of beginning - -  looking too d eep ly  into the 
human h ea rt, h is  own and that of another human being, w ithout sym pathy  
and r estr a in t . H is la s t  w ords are  to r e je c t  M other E arth , sa y  fa rew e ll  
to the s ta r s  o f heaven , and w elco m e the "deadly e lem en t of f ir e , " w hich  
he c a lls  h is  " fam iliar fr ien d !"  T h ere  is  the su g g estion , of c o u r se , that
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Brand rep resen ts  the F au stian  a r t is t  who d e lv es  too d eep ly  into the 
h ea r ts  of o th ers , who seek s  knowledge beyond what hum an b ein gs have  
the righ t to know, and who now m u st con sign  h im se lf  to h e ll, having  
so ld  h is  soul for that know ledge.
Arthur D im m esd a le , after the m eetin g  in the fo r e s t  with  
H e ste r , w here he le a r n s  that C hillingw orth  is  H e s te r 's  husband, burns 
the serm on  he has w ritten  for E lec tio n  D ay. The m in is te r  is  now  
read y  to adm it h is  part in H e ste r 's  sin . P a r tly  r e liev e d  of h is  grea t  
burden of gu ilt, D im m esd a le  is  in sp ired  to w rite a new  and rousing  
serm on  for the o cca sio n . The burning of the old serm on  is  sym b olic  
of the change in D im m esd a le , a ttested  to by H e ste r 's  w ords to P e a r l  
on E lectio n  D ay - -  "a new m an is  beginning to ru le over them " (V, 274).
M atter m ay a lso  be d estroyed  by decay. T h is d estru ction  is  
apparent in H aw thorne's sketch  preced in g  The S c a r le t  L e tte r , w here he 
s e e m s  to exult in the C ustom  H ouse and its  d ecay. H e re , am id p ile s  
of m old ing pap ers and o b jec ts , he finds the in sp iration  fo r  a n ovel in  
the papers of M r. Surveyor P ue. A lso , in  The H ouse of the Seven  
G a b les , th ere  is  the decaying h ou se , rep resen tin g  the Pyncheon b ack ­
ground of corruption , of w hich Ja ffrey  Pyncheon is  a part. On the day  
after  h is  death, a hou se f ly  a ligh ts on Judge P yn ch eon 's n o se , su g g e s t­
ing that the m o ra l d ecay  w hich h as been  going on for y e a rs  w ithin the 
Judge w ill now take p lace  p h y sica lly . What Hawthorne sa y s  about R oger  
C hillingw orth  after  D im m esd a le 's  death m ay a lso  be sa id  concern in g
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Judge Pyncheon: . . that ev il p rin cip le  w as le ft  w ith no fu rther
m a ter ia l to support it" (V, 307).
M utilation and shattering are s t i l l  other w ays of destroyin g
m a tter . John Schroeder d is c u s s e s  H aw thorne's u se  of h eart im a g ery ,
pointing out sev e r a l m utilation  im ages in The B lith ed ale  R om an ce, a ll
re la ted  to the h eart, and ending with the wounding of Z enobia's heart
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by H ollin gsw orth 's pole as they pull h er  body out o f the r iv er . C o v er -  
dale rem ark s that H ollin gsw orth  h old s P r is c i l la 's  h eart in h is  hand. But 
what if he "should cru sh  the tender rosebud in h is  grasp . " L ater , r e ­
garding h is  B lith ed ale  m e m o r ie s , C overdale says th ere  w as no ch o ice  
"but to bear the pang of w hatever h ea r tstr in g s  w ere  snapt asunder . . . "  
Speaking of the la s t  encounter of Zenobia and H ollin gsw orth , C overd ale  
o b se r v e s , "if th eir  h e a r t-s tr in g s  w ere  ev er  intertw ined , the knot . . . 
w as now v io len tly  broken" (V, 564). Zenobia does not b lam e H o llin g s ­
w orth  becau se  she sa y s  she had nothing to offer h im  but "a m ise r a b le , 
b ru ised , and battered  h eart, sp o ilt long  before he m et m e . " H o llin g s ­
w orth  has u sed  Zenobia and is  resp o n sib le  for  her "bleeding h e a r t."
H is m utilating h er  h eart w ith h is  pole i s  an ob jectifica tion  of what has  
a lrea d y  happened. H ollingsw orth  m u st pay for  h is  d eed s, h ow ever, by 
concen trating  h is  e ffo r ts  on trying to refo rm  one m u rd erer , h im se lf ,  
rath er  than pursuing h is  plan for the reform ation  of c r im in a ls .
P eter  Goldthwaite sh a tters  the in ter io r  of h is hou se in an 
attem pt to d isco v er  hidden tr e a su r e . H is goal is  to  build a splendid
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new  m an sion  over  the c e lla r  of the old h ou se , but the trea su re  turns 
out to be a bunch of old ra g s. P erh ap s G oldthw aite's am bition w as  
noble in the sen se  that he w as not sa tis f ie d  with the old stru ctu re , as  
T horeau w as not sa tis fied  with the stru ctu re  of h is  l i f e ,  and w as w illin g  
to  put forth  m uch e ffort to c o r r e c t  the situation . But T horeau  took ca re  
w hile  rebuilding to provide for the p reserv a tio n  of what w as a lread y  
th ere . G oldthw aite, in sea rch  of a gaudy, rid icu lou s dream , te a r s  down 
the in ter io r , leav in g  only the outside sh e ll  of the house in tact, burning  
the m a ter ia ls  as he worked to keep h im se lf  and h is  hou sek eep er a liv e .
To say  the le a s t ,  h is  v a lu es  w ere som ew hat a m iss .
The second m ethod of dealin g  w ith m atter found in H aw thorne's  
w orks is  pu rification . D im m esd a le  tr ie s  to purify  h im se lf  by u sin g  
the sco u rg e , fa stin g , and keeping v ig ils  at night looking at h is  own fa ce  
in  a m irro r  under a pow erful ligh t. H awthorne says "he thus typ ified  
the constant in trosp ection  w herew ith  he tortu red , but could not purify , 
h im se lf"  (V, 176). D im m esd a le 's  p h ysica l being, h is  m a tter , is  a s ­
so c ia ted  w ith sin , and by fla g e lla tio n  and to rtu re , he apparently hopes  
to  ach ieve som e kind of sp ir itu a l v ic to r y . T his sam e p rin cip le  is  su g ­
g ested  in "The Shaker B rid a l, " w here it  i s  sa id  that M other Ann had
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to  sea r  old F ath er E p h ra im 's h ea rt w ith a red -h ot iron to p u rify  it 
fro m  ea rth ly  p a ss io n s .
F ir e  and pu rification  are  a sso c ia te d  too in H aw thorne's s ta te ­
m en t in  The M arble Faun con cern in g  R om e, and in  The H ouse o f the
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Seven  G ables regard ing the P yncheon  h o u se . "All towns should be 
m ade capable of p u rifica tion  by f ir e ,  or of d ecay , w ithin each  half 
cen tu ry . O th erw ise, th ey  becom e the h ered ita ry  haunts of verm in  and 
n o iso m e n e ss , b e s id es  standing apart fro m  the p o ss ib ility  of such im ­
p rovem en ts as are  con stan tly  introduced into the r e s t  of m an 's co n ­
tr iv a n c e s  and accom m odations"  (VI, 346 -4 7 ). H olgrave sa y s  the 
Pyncheon house is  not a p a r ticu la r ly  w h olesom e p lace and "ought to  be 
p u rified  w ith f ir e , - -  p u rified  t i l l  only its  a sh e s  rem ain" (III, 221)!
T his house is  so fu ll o f corru p tion  that in H o lg ra v e 's  v iew  only  com plete  
d estru ctio n  can purge the w orld  of its  e v il.
W hatever th eir  su b jec ts , a ll l ite r a r y  a r tis ts  tran scen d  m atter  
in the se n se  that th ey  r is e  above th e ir  own m a ter ia l e x is te n c e s  in v a r y ­
ing d eg rees  to c rea te  another w orld . T alking about a doll in  "L ittle  
A n n ie's R am ble, " H awthorne sa y s  "though m ade of wood, a d o ll is  a 
v is io n a r y  and e th erea l p erso n a g e , endowed by ch ild ish  fan cy  with a 
p ecu lia r  l i f e  . . .  an actor  and a su fferer  in a thousand shadowy sc e n e s ,  
the ch ief inhabitant of that w ild  w orld  w ith w hich ch ildren  ape the rea l  
one" (1, 147). On a m uch h igh er le v e l ,  th is i s  p r e c is e ly  what the 
a r t is t  d o es . B y fan cy or im agin ation  he endow s som e p erson age w ith  a 
p ecu lia r  l i f e ,  m a k es h im  an actor  and a su fferer  in a thousand shadowy  
s c e n e s , the ch ie f inhabitant o f som e other w orld , but in M e lv ille 's  
w o rd s, "one to w hich w e f e e l  the t ie .  " The so u r ce s  for  th is  in sp ir a ­
tion  to crea te  another w orld  v a ry . H aw thorne, w ith r e fer en ce  to  finding
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The S ca r le t L etter  m a ter ia l, say s  a b etter  book than he would ev er
w rite  la y  hidden in th is  "dull and com m onplace routine. "
It w as a fo lly , w ith  the m a ter ia lity  of th is d a ily  
l i f e  p r e ss in g  so in tru siv e ly  upon m e , to attem pt 
to  fling  m y s e lf  back into another age . . . The 
w is e r  e ffo r t would have been to d iffu se thought 
and im agination  through the opaque substance  
of to -d a y , and thus to  m ake it a bright tr a n s ­
parency; to  sp ir itu a lize  the burden that began  
to w eigh  so  heavily ; to seek , r e so lu te ly , the 
true and in d estru ctib le  value that la y  hidden in 
the petty and w ea r iso m e  in c id en ts, and ord inary  
c h a r a c te r s , w ith which I w as now con versan t 
(V, 57).
H awthorne could not w rite  w e ll w hile involved  in the m a ter ia l w orld . He 
had to rem ove h im se lf  from  p r e ss in g  everyd ay  a ffa ir s , so  that h is im a g ­
ination  could have fu ll play b efore  he could r ea lly  tran scen d  the m a ter ia l,
h is  own m atter , and e s ta b lish  the w orld  of h is  art.
T ran scend in g m atter  can  a lso  be seen  in the author's crea tion  
of c h a r a cter s . O bviously , an a r t is t  cannot get out of h im se lf  en tire ly , 
but Hawthorne is  quite su c c e ss fu l in en terin g  the inner l iv e s  of h is ch a r ­
a c te rs  and p resen tin g  th ings fr o m  th eir  point of v iew . F o r  exam p le , an 
im portant part o f The S ca r le t L etter  is  D im m esd a le 's  attitude tow ard  
h is  sin . T his i s  in keeping w ith the m ain  focu s of the novel w hich is  to  
show  the e ffe c ts  of gu ilt. That the s in  has a lrea d y  taken p lace  when  
the novel opens would support th is  read ing. A s A . N .  Kaul su g g e sts ,
Hawthorne p r e se n ts  the p rob lem  d ra m a tica lly  by entering D im m esd a le 's  
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inner l i f e .
W hile tran scen d in g  the actual to e s ta b lish  an a r t is t ic  w orld  is
18
som eth ing a ll w r iters  have in com m on, the m anner in which they tr a n s ­
fo rm  m atter  and th eir  rea so n s for doing so  are  what m ake the w ork  
unique. Hawthorne tra n sform s m atter  quite often by the u se  of lig h t  
and shadow, a dev ice  c o n s isten tly  em ployed by p a in ters. T h is is  a lso  
a ty p ica lly  rom antic approach, accord in g to R . A .  F o a k es, who sa y s  
that the rom an tics' m o st u n iv ersa l im age is  ligh t, the sym bol of
sp ir itu a l illum ination , of transcen den ta l v is io n , and of the work of
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im agination  or id ea l to w hich the poet a s p ir e s . In lin e  w ith th is is  
C o ler id g e 's  com m ent in B iographia L itera r ia  that the acciden ts of lig h t  
and shade which m oonlight or su n set d iffu se over a known and fa m ilia r  
land scape lend a sudden charm .
Hawthorne m entions the functional value of ligh t, the way in  
w hich furniture and other ob jects in the m oonlight are “sp iritu a lized "  
so  that "they seem  to lo s e  th e ir  actual substance and becom e th ings of 
in te lle c t . " He a s so c ia te s  th is  lig h t w ith the m om en t of crea tiv e  in s p ir a ­
tion . The m oonbeam s in com bination with the f ir e lig h t and the re f lec te d  
im a g es  in  the m irro r  tra n sfo rm  the actual room  in such a w ay that it  
i s  p o ss ib le  for h im  to in terp ret th ings as he w ish e s . Note in the fo llo w ­
ing p assa g e  how the d estru ction  of m a tter , the sm old erin g , h a lf­
extingu ish ed  anthracite, is  what h e lp s provide the light:
G lancing at the lo o k in g -g la ss , we behold - -  
deep within its  haunted v erg e  - -  the sm o ld er ­
ing glow  of the h a lf-ex tin g u ish ed  anthracite, 
the white m oonbeam s on the flo o r , and a 
rep etition  of a ll the g lea m  and shadow of the
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p ictu re , w ith one rem ove further fro m  the 
actual, and n ea rer  to the im agin ative . Then, 
at such an hour, and w ith  th is  scen e before  
h im , if  a m an, s ittin g  a ll a lon e , cannot d ream  
strange th ings, and m ake th em  look  lik e  truth, 
he need n ever  try  to w rite  rom an ces (V, 56).
A s a w r iter  of ro m a n ces, H awthorne c la im s a cer ta in  la titu d e, 
again in term s of lig h t and shadow. In the preface to The H ouse of the 
Seven  G a b les , he says he m ay "m anage h is  a tm osp h erica l m edium , as  
to  bring out or m ello w  the lig h ts  and deepen and enrich  the shadows of 
the p ic tu re ."  The im aginative p r o c e s s  is  fu rther a sso c ia ted  w ith the u se  
of ligh t and shadow in "Roger M alv in 's  B urial"  w here Hawthorne says  
"im agination" m ay c a s t  "certa in  c ircu m sta n ces  ju d ic ia lly  in the 
shade . . . " In "My K insm an M ajor M olineux, " th ere is  "the m oon, 
crea tin g , lik e  the im aginative pow er, a beautiful s tra n g en ess  in fa m ilia r  
o b jec ts , giving j som ething of rom ance to a scene that m igh t not have 
p o s s e s s e d  it in the lig h t of day" (III, 630).
That Hawthorne is  u sin g  lig h t and shadow c o n sc io u sly  is  ap ­
parent not only from  what we see  in the w orks th em se lv e s  but a lso  from  
what var iou s ch a ra cter s  say . M iriam , in The M arble F aun, sa y s  a r t is ts  
m ake pretty  p ic tu res  w ith th eir  "artfu lly  arranged lig h ts  and shadow s. " 
She is  talk ing about p a in ters , but the sta tem en t app lies as w e ll to  l i t e r ­
ary  a r t is ts . In "Main Street"  the show m an te l ls  the v iew er  to m ove to a 
d ifferen t bench w here the proper lig h t and shadow w ill tra n sfo rm  the 
sp ecta c le  into quite another thing.
If th is  i s  a d e lib era te  d e v ic e , as i t  seem s to be, it  m u st have
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an im portant sym b olic  function. W alter B la ir  su g g e sts  that Hawthorne
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m ay  u se  ligh t to m od ify  actu ality . In th is s e n se , it  i s  im portant as  
a m ean s of tran sform in g  m atter  in such a w ay that new  m eanin gs  
em e rg e . R. H.  F o g le , in  H aw thorne's F ictio n : The L ight and The D a rk , 
adds that by the u se  of shadow s Hawthorne exam in es appearance -r e a lity  
and that lig h t and dark a lso  have to do w ith am biguity. L ight is  a w ay  
of see in g  through o p a c ities; dark rep resen ts  the d ifficu lty  of see in g .
It has a lso  been su ggested  that H awthorne u s e s  tw iligh t as an 
analogue of the "neutral ground" to ach ieve  im agin ative  e ffe c ts .  ̂ Young 
Goodm an Brow n b egin s h is  journey into m o ra l d ark n ess at su n set. T hose  
who see k  the grea t carbuncle for v a r io u s r e a so n s , som e m ore  s e lf ish  than 
o th ers , begin the q u est at n igh tfa ll. S to r ie s  lik e  "The M aypole of M prry  
Mount" and the "White Old Maid" depend h ea v ily  on tw iligh t, shadow , and 
G othic e ffe c ts . In the even ing tw ilight, the M an of F an cy  in "A S e le c t  
P a rty , " pours even ing sunshine over  the c a s t le  in the a ir  so that it  
lo o k s  lik e  "a heap of su n set clouds to w hich the m a g ic  of lig h t and shade 
had im parted  the a sp ect of a fa n ta stica lly  con stru cted  m an sion . " F u rth er , 
when he lig h ts  h is  h a ll w ith m eteo rs  it i s  lik e  "a pow erful y e t ch astened  
im agination , " hiding what is  unworthy but g iv in g e ffe c t to beautiful 
attr ib u tes.
F or H awthorne, a s  he s ta tes  it  in  "The HaU of F a n ta sy ,"  "the 
w hite sunsh in e of actual l i f e  is  an tagon istic  to im agination , w hich r e ­
q u ires a c c e s s  to a reg ion  of shadow to function  c re a tiv e ly . " T h is region
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is  provided in The H ouse of the Seven G ables w here the hou se it s e lf ,  
sym b o lic  of the e v il  and lo n g -liv e d  corruption  of the P yncheon  fa m ily  
i s  d escr ib ed  as being dark in s id e . It r ep re sen ts  the shadow y past of 
th e.P ynch eon  lin e , a past which inclu des n ea r ly  a ll kinds of d egen eracy  
and w rongdoing, not only to o u tsid ers  but a lso  by one m em b er of the 
fa m ily  to another.
In re -en ter in g  the h ou se . Judge Pyncheon m o v es  back into the 
d ark n ess of the p ast and sy m b o lica lly  into the b la ck n ess  of h is  own 
h ea rt. H epzibah has allow ed h im  to com e in only b ecau se  he has th re a t­
ened to have C lifford  com m itted  to a m ental in stitu tion  u n le ss  C lifford  
g iv e s  h im  the inform ation  about the m is s in g  p rop erty . W hile H epzibah  
goes to get C lifford , Judge Pyncheon s it s  in the a n cestra l ch a ir  w here  
he d ie s  fro m  the m y ster io u s  a ilm en t inh erited  from  h is  fo reb ea rs .
When H epzibah returns to seek  J e ffr ey 's  aid in  sea rch in g  for the m is s in g  
C lifford , she can  hardly d istin gu ish  h is  figu re  b ecau se  the room  is  so  
dark. W hile the Judge is  subm erged  in  the d ark n ess o f the p ar lo r , 
C lifford  appears on the th resh o ld , h is  fa ce  so  pale that H epzibah can  
" d iscern  h is  fe a tu res , as if  a lig h t fe l l  on th em  a lone. " As lig h t in ­
te n s if ie s  shadow, so  C lifford  se e m s  m ore  p a le , m ore  w eak, su p er im ­
p o sed  aga in st the background of a ll the d ark n ess the Judge r e p r e se n ts .
In chapter X V lll, en titled  "G overnor Pyncheon, " H aw thorne, 
c a lled  by B enjam in D e C a sse r e s  the em p eror o f shadow s who began h is  
re ig n  at the tw iligh t hour and abdicated at the f ir s t  cock crow , m an ages
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lig h t lik e  a stage  d irec to r . A s Judge Pyncheon s its  in the room , d ark ­
n e s s  fa lls . The m oonbeam s even tually  com e into the room  and "play  
over  the Judge's figure.!" T his lig h t then c r o s s e s  h is  fa ce  and sh in es  
on h is  w atch. A t m idnight the departed  Pyncheons com e to life  and 
head toward the p ictu re , trying to d isc o v er  som e m y stery . An e ld e r ly  
carp en ter, ob v iou sly  a M aule, stands in the corn er laughing. We 
lea rn  la ter  that the deed to the m is s in g  w estern  land is  behind the p o r ­
tr a it , and that deed i s  apparently what a ll the Pyncheons are looking  
fo r . S ign ifican tly , a ll of th is happens at m idnight, betw een day and 
night, at an hour when th ings becom e d im , n igh tm arish , at a tim e  when  
Hawthorne finds i t  p o ss ib le  to "dream  stran ge dreams" and m ake them  
seerh rea l, a tim e  when the ligh t is  d im  and things take on a d ifferen t  
asp ect.
Y et, H aw thorne, who "drank fro m  the beaker of inexhau stib le  
sh ad ow s, " s e e m s  d isturbed  b ecau se  in The S ca r le t L etter  i t  w as " im ­
p o ss ib le  to r e lie v e  the shadow s of the s to ry  with so  m uch lig h t a s  ^hej 
would gladly  have throw n in. " It is  a " h e ll- f ir ed  s to r y ."  He su g g e sts  
h ere  that as a r t is t  he m e r e ly  u n covered  rather than created  the ta le . 
T his seem s to be a contrad iction  w ith h is  sta tem en t in the p reface  to 
The H ouse of the Seven  G ables that he m an ages h is  a tm osp h erica l 
m edium , but perhaps Hawthorne i s  su ggestin g  that th ere w as som eth ing  
quite uncontrollab le about the story  of H ester  and D im m esd a le .
At any ra te , when D im m esd a le  a scen d s the scaffo ld  and stands
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th ere  at m idnight w ith P e a r l and H e ste r , we are  stru ck  by a lig h t w hich
g lea m s a c r o ss  the sky. It has the pow er, given  it by Hawthorne h im se lf ,
to tra n sfo rm  m a ter ia l things;
So pow erful w as its  rad ian ce, that it th o r ­
oughly illum inated  the d en se  m ediu m  of 
cloud betw ixt the sky and earth  . . .  It 
show ed the fa m ilia r  scen e  of the s tr e e t ,  
w ith the d is tin ctn ess  of m idday, but a lso  
w ith the aw fulness that is  a lw ays im parted  
to fa m ilia r  ob jects by an u n accustom ed  
ligh t. The wooden h o u ses  . . . d o orstep s  
and th resh o ld s  . . .  a ll w ere  v is ib le , but 
with a s in gu larity  of a sp ect that seem ed  to  
give another m o ra l in terp reta tion  to the 
th ings of th is  w orld  than th ey  had ev er  
borne before (V, 187). ( ita lic s  m ine)
The lig h t w hich sHnes out of the sk y  not only e x p o ses  the th ree  on the 
sca ffo ld , joined by th eir  gu ilt, but a lso  sh in es on the whole com m unity, 
su ggestin g  that a ll of th em  are joined in the o r ig in a l s in . D im m esd a le  
and H ester  see  th eir  own gu ilt, w hile  som e tow nspeople think the "A" 
in the sky is  to honor the im portant m an who died  that night. I ts  m ea n ­
ing se e m s  to depend upon the point of v iew  of the o b serv er  in the n ovel, 
but one p o ss ib ility  is  that the new m o ra l in terp reta tion  Hawthorne is  
su g g estin g  is  that a ll are gu ilty  of the o r ig in a l s in , that a ll m en  have  
at som e tim e or other known the B lack  Man, and that the "A,," w hich  
r e a lly  stands for A dam , r e la te s  to the "A" in the N ew  England P r im e r  
w hich is  ex em p lified  in the lin e s :  "By A dam s F a ll/W e Sinned A ll. " 
In terestin g  too in  te r m s of lig h t and shadow is  the fa c t that 
H e ster  constantly  d r e s s e s  in gray , a c o lo r  or n o n -co lo r  betw een black
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and w hite, or betw een lig h t and shadow . T his garm ent has "the e ffe c t  
of m aking h er  fade p erso n a lly  out of sight and outline, " but the le t te r  
m an ages to bring h er  "back fro m  tw iligh t in d istin c tn ess  and rev ea l 
h er  under the n ovel a sp ect of its  own illu m ination . " The le tte r  is  the 
lig h t w hich k eep s H ester  fro m  b ecom ing a shadow. H aw thorne, as 
a r t is t , has d ecided  that she should fade in favor of the le tte r  w hich it is  
h er  purpose to  em body. In the sam e w ay, the background of "The G ray  
Champion" is  shadowed so that h is  im age can be p rojected  into the 
foreground.
L ight and shadow are u sed  to good purpose in "Young Goodm an  
Brown" too. B row n, who begins h is  jou rn ey  into the fo r e s t  at deep  
dusk, i s  to be overw h elm ed  by the shadow of doubt. H is fa ith  is  d e s ­
troyed  b ecau se  he cannot accep t the am biguity  of good and e v il. F or  
h im , th is  is  an e ith e r /o r  p rop osition , and it  is  im p o ss ib le  for h im  to 
a ccep t the gray  of human e x is te n c e . B y the u se  of ligh t and shadow, 
H awthorne m an ages to con vey  the e ffe c t  of o p tica l i l lu s io n s . The d e v il's  
sta ff " seem s"  lik e  a black snake; B row n "thinks" he h ea rs  the m in is te r  
and D eacon  Gookin, although the lig h t is  not broken by th e ir  shadow s as  
they p a ss; and he d oes not know w hether F aith  r e s is te d  in obedience to  
h is  agon ized  p lea . It i s  qu estion ab le w hether any of th ese  th ings a c ­
tu a lly  happened, but for  Brow n the m e r e  p o ss ib ility  is  enough.
He fin d s h im se lf  in the m id st of lig h t and d ark n ess and i s  unable 
t o  o v erco m e the shock. P a r a lle l to what is  going on in  B row n 's m ind
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and ind icative of h is  m ora l situation  is  the scen e  at the w itch es' m eetin g .
"As the fla m es  r ise  and fa ll , the fa c e s  of the w o rsh ip ers  of E v il are
a ltern a te ly  seen  in c lea r  outline and in d eep  shadow, and a ll the d e ta ils
7
of the scen e are  at one m om ent rev ea led , the n ext obscured . Brow n  
has m om ents of lu c id ity , such as when he sa y s  that ju st b ecau se  Goody 
C lo y se  is  going to h e ll that is  no rea so n  he should. But th ings build up , 
and the fin a l blow is', the su sp ic ion  that F a ith  is  in the fo r e s t . F ro m  
that point on, he is  subm erged in "deep shadow" and is  n ever  able to  
see  the ligh t again. Through the u se  of lig h t and shadow, H awthorne has  
d escr ib ed  im agin atively  the dark night of a human sou l, the in itia tion  
into exp erien ce  of a young m an who cannot stand the shock of it.
A nother young m an, Robin M olineux, p a s se s  through an in it ia ­
tion  ex p er ien ce  which is  illu m inated  by m oon ligh t. At a tim e w hen  
th ings are d ream lik e, Robin s e e s  run out o f town the k insm an for whom  
he sought and in w hom  he hopes to find h is  fu tu re. A good sum m ary of 
what happens in the sto ry  is  F o g le 's  sta tem en t that we se e  "R obin's 
c r is i s  of past and p resen t, of childhood and m atu rity  in b a lan ce , a s  
the p in es and p illa r s  a ltern ate  before h is  m o o n lit e y e s . He is  u n d er­
going an exp erien ce  at once rare  and u n iv er sa l, that is  illu m in ated  by
g
the sp e c ia l lig h t of im agination  and art. "
T his la s t  lin e  m ay  a lso  be applied to  Owen W arland in  "The 
A r tis t  of the B eau tifu l. " H e frequently  w orks at night by the lam p , w h ile  
D anforth , the w orker in  r e a li t ie s ,  w orks by the lig h t of the b lazin g
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fo rg e . It is  a lm o st as if H awthorne is  su ggestin g  that the lig h t of 
im agination is  a r t if ic ia l as opposed  to the natural lig h t provided by the 
blazing coa l fo rg e . D row ne, too , when he w orks on the figu re for  
H unnew ell, a lab or in sp ired  by lo v e , w orks p r im a r ily  at night, the 
tim e  when Hawthorne has h is  m o s t  crea tiv e  m o m en ts.
L ight and shadow, then, are  u sed  by the a r t is t  to  tran sform  
m atter . L ike Phoebe in The H ouse of the Seven G a b les , who c a sts  a 
kind of sp e ll over  her  room , H awthorne illu m in a tes  or shades h is  
se ttin g s , action , and ch a ra cters  in  such a way as to  ca u se  them  to lo s e  
th eir  actual appearance and take; on new  m eanin g. But the transform ation  
of m atter is  not lim ited  to h is  u se  of lig h t and shadow. We a lso  find  
that ch a ra cters  w ithin the w orks are  tran sform ed  outw ardly, sym b olic  
u su a lly  of an inner m o ra l sta te .
It i s  su g gested  in "E gotism : or The B o so m  Serpent" that the 
p h ysica l fram e is  the shadow of the m o ra l sy ste m . P .O . M atth iessen , 
in A m erican  R en a issa n ce , s e e s  H aw thorne's com p rehen sion  of the d e ­
pendence of body on m ind as an in h eritan ce  from  sev en teen th -cen tu ry  
trad ition . The sp ir it  w ithin, or a m an 's m o ra l condition , often a ffec ts  
h is  ph ysica l appearance. One of the b est exa m p les  of th is  concept is  
R oger C hilling w orth in The S c a r le t  L e tte r . A s H e ster  rem em b ers her  
husband, he had "a pale thin v isa g e  w ith  e y e s  d im  and b leared . " L ater, 
h is  com plexion  b eco m es " d u sk ier ."  He b ecom es a shadow. T here is  
a lso  a red  lig h t com ing out o f h is  e y e s  "as if  ^ h is j  sou l w ere on f ir e . "
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C hillingw orth  has becom e a d ev il by taking the d e v il's  o ff ice . He is  
m o ra lly  b lack , w hich accounts for  h is  p h y sica l d ark n ess , and is  being  
consum ed by the f ir e  of hatred w hich burns w ithin h im .
H e ste r , too , is  tran sform ed . The p ictu re of beautiful w om an­
hood at the beginning, w ith her long, flow ing black h a ir , H e ster  b ecau se  
of the e ffe c t  of the le tte r  lo s e s  th ese  fem in in e q u a litie s . H awthorne 
says "all the lig h t and gracefu l fo lia g e  o f her  ch aracter"  has been w ith ­
ered  by the le tte r , and h er  outward appearance a tte s ts  to th is  change. 
C onstantly d r e sse d  in gray, h er  hair  is  bound up underneath a cap, 
the w hole e ffe c t  o f her appearance being one of c o ld n e ss , brought about 
by h er  turning fro m  p a ssion  and fe e lin g  to thought. H er wom anhood  
m igh t be rega in ed , says H aw thorne, " if th ere  w ere on ly  the m a g ic  touch  
to e ffec t the tran sfig u ra tio n ."  A s a r tis t , H awthorne h im se lf  could p ro ­
vide th is  touch, but ch o o ses  not to . D im m esd a le , a s  lo v e r , is  a lso  
capable of e ffectin g  the tran sfigu ration  but r e a liz e s  that th eir  r e la t io n ­
ship cannot e x is t  in tim e , and that th ere  i s  no w ay fo r  them  to e sca p e  
the tem p ora l.
Another quite obvious exam ple o f the e ffe c t  of the inner being  
on the outer appearance is  R od erick  E llis to n  in "E gotism . " The sn ake, 
of c o u rse , is  sym b olic  of h is  own s e lf  in te r e s t , w hich i s  lik e  a d is e a se .  
E llis to n 's  com plex ion  is  g reen ish , h is  v o ic e  h is s e s ,  and he w alk s in  
a curved  lin e . Edw ard Randolph, too , in  "Edward Randolph's P o r tr a it , " 
having been  cu rsed  by the p eop le , is  the v ic t im  of "the inward m isery "
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w hich "worked it s e lf  outward, and w as v is ib le  on the w retched m an 's  
countenance, m aking it too h orr ib le  to be looked  upon. " H is p ortra it 
in  the P rov in ce  H ouse s e r v e s  a s a w arning to a ll th ose who would go 
a g a in st the w ill of the peop le . The r e v e le r s  at M erry  Mount are part 
an im al b ecau se  they have fa iled  to reco g n ize  th at an im portant part of 
hum an e x isten ce  is  the recogn ition  of the n e c e s s ity  for sea so n s . T hey  
l iv e  in  a constant spring, ignorant of the w inter o f human l if e . T h is  
m o r a l flaw  is  apparent in  th e ir  p h y sica l ap p earan ces. T here is  a youth 
w ith  a n tlers  of a stag , another with the " grim  v isa g e  of a w olf, " 
another w ith the "trunk and lim b s  of a m o r ta l m an, " but "beard and 
horns of a venerab le  h e -g o a t. " S till another i s  lik e  a b ear. L ike the 
c h a ra cter s  in M ilton 's C om u s, b a ser  im p u lse s  have taken over to such  
an exten t that they influence the outward appearance.
F u rther exem p lify in g  the e ffec t of inner on outer is  D onatello  
in  The M arble F aun, d escr ib ed  e a r ly  in  the w ork as innocent -look in g . 
H e is  a sso c ia ted  w ith the sy lvan  l i f e ,  w ith  c lo s e n e s s  to nature, before  
the c r im e . A fterw ard s, what h as happened i s  quite apparent in  h is  
fa c e . T here is  a look  of sav a g ery , but along w ith  it a hint of the m o ra l 
grow th w hich has taken p lace  in  D onatello  b eca u se  of h is  painful e x p e r i­
en c e . H is fa ce  is  d escr ib ed  in such a w ay  as to  su g g est that it  shows 
a ll he h as gone through and is  now su ffer in g . The fa ct that Kenyon 
r e fu se s  to put the look  in  m arb le  in d ica tes  that it  is  not yet com plete; 
K enyon d oes not want to put in any kind of perm anent fo rm  the darkn ess
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which. D onatello  is  now involved  in . It is  good, sa y s  Kenyon, for  you to  
p a ss  through th is  s ta g e , but fata l to rem ain  in it.
Kenyon and H ilda, too, in The M arble F au n , are tran sform ed . 
Through th eir  a sso c ia tio n  with M ir ia m 's  and D on atello 's  gu ilt, th ey  are  
som ew hat softened and hum anized. Kenyon, H aw thorne's "m arble m an ,"  
i s  struck  in the h eart at the ca rn iv a l, and is  able to su g g est to H ilda  
that perhaps the sin  com m itted  by th eir  two fr ien d s is  part of a p r o c e ss  
of developm ent tow ard a h igher sta te . H ilda r e je c ts  th is idea , but she 
does com e down fro m  h er tow er, w hich su g g ests  she w ill p o ss ib ly  
lo s e  som e of h er  m arb le  co ld n ess  and b ecom e a sym pathetic human 
being.
In addition to being in tere sted  in the transform ation  of m a tter , 
H awthorne is  a lso  concerned  w ith sp ir itu a liz in g  m atter , w hich is  another  
b a s ic  goal of the rom antic a r t is t . Owen W arland, in "The A r tis t  o f the 
B ea u tifu l,"  is  im p rison ed  in a c lock  shop, sy m b olic  of the m a te r ia l­
is t ic  w orld ch a ra cter ized  by tim e  and the m ach in e. D esp ite  the heavy  
w eight of P e ter  H ovenden, who p r e fe r s  the w orker in iron , W arland
m an ages to in fuse a m ech an ica l bu tterfly  w ith  sp ir it . As Rudolph Von 
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A bele su g g e sts , W arland is  attem pting to id en tify  craftsm an sh ip  with  
reproduction . H is work of art i s  infused  w ith sp ir it  or so u l, W arland's  
own sou l, the sou l of the a r tis t  of the beautifu l. Although the baby, who 
has in h erited  H ovenden'8 m a te r ia lis t ic  d en sity , c ru sh es  the bu tterfly , 
W arland does not d esp a ir . He se e m s  to d isc o v er  that the actual and
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id ea l cannot be brought togeth er  w ithout fa ta l co n seq u en ces . But, 
m o re  than that, m atter  it s e lf  is  renounced fo r  what w as ach ieved  in  
the creation  of the id ea l. In other w o rd s, he is  sa tis f ie d  that the " r e ­
w ard of a ll high perform ance m u st be sought w ithin i t s e lf ,  or sought in  
v a in ."  H is art is  su b jective , w ith it s  m ain  purpose being the c re a to r 's  
own s e lf  rea liza tion . W arland is  saying e s s e n t ia lly  that the p leasu re  
for  h im  was in the p r o c e ss  of crea tio n , not the product. He w as able 
to  sp ir itu a lize  m a tter , and for h im  th is  w as enough. One is  rem inded  
of H aw thorne's sta tem en t in the p reface  to T w ice T old  T a les: "He is  
th erefo re  sa tis fied  w ith what the T w ice  Told T a les  have done for him , 
and fe e ls  it  to be far b etter  than fam e" (I, 19).
In addition to rep resen tin g  the author's function , the s p ir it ­
u a liz in g  of m atter m ay be u sed  to good sym b olic  e ffe c t  by m aking  
stru ctu res  or ob jects  see m  a liv e . The h ou se of the sev en  gab les "was 
i t s e l f  lik e  a great hum an h eart, w ith a l ife  o f its  own, and fu ll of r ich  
and som bre r e m in isc e n c e s ."  It can sy m b o lize  the e v il of the P yncheons  
s in ce  it  rep resen ts  not only the h eart of the fa m ily , but a lso  the c o r ­
ruption at the cen ter  of J e ffr ey 's  being. It i s  both settin g  and sym bol, 
w ith the deep p rojection  of the second  sto ry  w hich gave it  a "m editative  
lo o k , " as if  it  "had s e c r e ts  to keep , and an even tfu l h is to r y  to m o ra liz e  
upon. "
Like the h o u se , so appropriate for  what i t  r e p r e se n ts , is  
P r a x ite le s ' m arb le  statue of the faun. It is  sp ir itu a lized  m atter  both
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in the sen se  that the a r tis t  has caught the e s s e n c e  of sy lv a n  l i f e ,  the 
gen ia l, happy c h a r a c te r is t ic s  of c re a tu re s  who "dwell in w oods and 
f ie ld s ,"  and b ecau se  it  is  so lik e  D o n a te llo , the liv in g , human r e p r e ­
sen tative  of that p ast era . P r a x ite le s  w as able to in fuse into h is  work  
the human w arm th w hich so  con stan tly  e sca p ed  D row ne as he lab ored  
over sh ips' figu reh ead s and ornam ental pump h ead s.
The d ifferen ce  l i e s  in in sp ira tio n . D row ne i s  able to produce 
one r ea lly  l i f e - l ik e  work when the f ir e  o f in sp ira tion  i s  kindled in  
him , perhaps by lo v e . The a lch em y  of art s e e m s  som ehow  to take 
p lace  a lm ost of its  own accord , once s e t  in m otion  by th is  in sp ira tion .
A s C arl Jung rem ark s in P sy ch o lo g y  and A lch em y , the a lc h e m is ts  spoke 
of a "penetrating M ercu r iu s , " a sp ir it  that i s  hidden in  m a tter . T his  
sp ir it  is  r e le a se d  as D row n e's beautifu l figu re  see m s  to em erg e  fro m  
the block of wood once the m a g ic  touch h as se t  i t  fr e e .
J e s s e  B ier^^ say s the im agination  is  a p r o c e ss  o f sp ir itu a l­
iza tio n . By u sin g  it , the a r tis t  i s  able to breathe life  into the m a ter ia l. 
That H awthorne would agree  w ith  th is  i s  apparent fro m  the fo llow in g  
l in e s  taken fr o m  "The Old M a n se ,"  as he w as looking through som e attic  
books. "I burrow ed am ong th ese  ven era b le  books in se a r c h  of any liv in g  
thought w hich should burn lik e  a co a l of f ir e , or  glow lik e  an in ex tin ­
guishable gem , beneath the dead tru m p ery  that had long hidden it" (II, 29). 
On a su p erfic ia l le v e l ,  th is  m y ste r io u s  p r o c e s s  m ay be see n  at w ork in 
"Feathertop: A M ora lized  L egend, " w here the w itch  puts togeth er  a
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patchw ork m an with a pumpkin head, im b u es h im  with l i f e ,  and fo o ls  
everybod y in the town excep t a dog, a ch ild , and a m ir r o r . H is breath  
of l i f e  is  drawn in  fro m  a pipe w ith a red  co a l in  it , w hich m ay su g g est  
the f ir e  of in sp iration . W henever it  fa d es , the ch a ra cter , h ere  F e a th e r - 
top, begins to d e ter io ra te .
N ot lack in g  in such in sp ira tion  or en th u sia sm  is  A y lm er , the 
s c ie n t is t -a r t is t  figu re in  "The B irth m ark . " He too a im s at the high  
id ea l of perfectin g  or sp ir itu a liz in g  m a tter . H is w ife G eorgian s is  the 
su b ject for h is  ex p erim en t. A ylm er "handled p h ysica l d e ta ils  a s  if  
th ere  w ere nothing beyond them ; y e t sp ir itu a lized  them  a ll ,  and red eem ed  
h im se lf  from  m a te r ia lism  by h is  strong  and ea g er  a sp ira tion  tow ards 
th e in fin ite . In h is  grasp  the v e r ie s t  c lod  of earth  assu m ed  a soul"
(II, 61). He is  un w illing  to accep t that one flaw  w hich m ak es G eorgian s  
m o rta l, and is  bent on p erfectin g  h er  m a te r ia l being so  that it w ill  
m atch  her a lread y  pure sp ir itu a l part.
In addition to d isc u ss in g  how m a tter  is  sp ir itu a lized , H awthorne  
a lso  show s in h is  w ork ch a ra cters  who are  m a ter ia liz ed  sp ir it . T here  
i s  G ervayse H a stin g s, who fe e ls  u n rea l, h a s  no human sym pathy, is  
aw are only of h is  own m isfo r tu n es. T hrough the y e a rs  he has attended  
the C h ristm as banquet in a sto ry  of the sam e n am e, although it s e e m s  
to  the o th ers gathered  th ere  that he h as no r e a l rea so n  to  be p resen t.
The banquet is  g iven  e v er y  year  at the b eh est o f a m an w hose w ill it 
i s  to perpetuate m ise ry ; only the m o st  m ise r a b le  are to  be a llow ed  to
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attend. A fter m any y e a r s , H astin g s' rea so n  for being p resen t i s  r e ­
v ea led . Throughout h is  l i f e ,  he has had a co ld  n atu re, and has now  
b ecom e a "cold ab straction . " O th ers of th is  stam p are W esterv elt in  
The B lith ed a le  R om an ce, an a ltogeth er  earthy p erso n , "w orldly, m ade 
fo r  tim e  and its  g r o ss  o b jec ts , and incapable - -e x c e p t by a so r t of dim  
r e flec tio n  caught from  other m in d s --o f  so m uch as one sp ir itu a l idea"; 
and K enyon, H aw thorne's "m an of m a r b le ,"  who, M iriam  sa y s , "turns 
fe v e r is h  m en into co o l, qu iet m a rb le . "
Kenyon had a prob lem  w hich H awthorne fea red . He seem ed  
unable to breathe life  into h is  c re a tio n s . H ilda sa y s  that sin ce Kenyon  
is  a scu lp tor  he thinks nothing "can be f in e ly  w rought excep t it  be 
co ld  and hard, lik e  the m arb le  in w hich ^ h isj id ea s  take sh ap e ."  H ilda, 
a m e r e  co p y ist, is  n e v e r th e le ss  able to catch  the sp ir it  of the w ork she 
is  copying. H er l ife -g iv in g , sp ir it- in fu s in g  hands are iro n ic a lly  
scu lp tu red  in  m arb le  by K enyon, v h o  show s th is  handiw ork to M iriam . 
K enyon is  aw are of h is  shortcom in g . H e e x p r e s s e s  to H ilda h is  d is ­
cou ragem en t in  being unable to m old  the sp ir itu a l part o f h is  id ea , and 
H ild a 's  sym path etic  rep ly  is  that such a sen se  of d isappointm ent is  
in ev itab le  for th ose  "who tr y  to grapple w ith  a g rea t or beautiful idea . " 
Y et, Kenyon is  able to  cre a te  a l i f e - l ik e  statue of C leopatra , 
a w ork he exp la in s by say in g , "I kindled a grea t f ir e  w ithin m y  m ind, 
and th rew  in the m a ter ia l, - -a s  A aron threw  the gold of the I sr a e lite s  
into the fu r n a c e ,--a n d  in the m id m o st heat u p ro se  C leopatra , a s  you
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see  her"  (VI, 153-54). G iving h im se lf  up to h is  m a ter ia l and allow ing  
it to take it s  own shape see m s  to be a n e c e s s a r y  step  for  the a r tis t . 
H ere w e have the organ ic  theory of art w hich p o s its  that the fo r m  and 
shape of a work are innate; the a r t is t  s im p ly  fr e e s  th em . T h is  allow ing  
the w ork to take shape under o n e 's  hand i s  again su g g ested  in K enyon's 
m aking a bust of D on atello . He se e m s  to be gettin g  now here un til he 
g iv e s  h im se lf  up to  h is  m a ter ia l. Only then is  i t  that "the m y ste ry , 
the m ir a c le , of im buing an inanim ate su b stan ce w ith thought, fe e lin g , 
and a ll the intangible attributes of the so u l, appeared on the v erg e  of 
being wrought. "
The sp ir itu a liz in g  of m atter  then can be seen  from  the stand­
point of the a r tis t  in fusing h is  w ork w ith l i f e ,  w hich r e su lts  in s u c c e s s ­
fu l a r t, or h is  being unable to do so , w hich  m ean s that h is  ch a ra cter s  
w ill be "cold ab stra ctio n s. " It can  a lso  apply in r e v e r s e  to ch a ra cter s  
who e x is t  only in a m a ter ia l way, th ose  who s e e m  to have no sou l or  
sp ir it . Hawthorne a lw ays feared  that he m igh t be a co ld  ab straction  
as a p erso n  as w e ll as in  h is  a r t is t ic  en d ea v o rs, and that he w ould thus 
be unable to bring h is  m a ter ia ls  to  life  - - i n  sh o rt, that he w ould fa il  
to sp ir itu a lize  m a tter .
F in a lly , one m ay d isp o se  o f m a tter  by id ea liz in g  the actual, 
w hich i s  probably the m o st im portant fa c e t  of H aw th orn e's attack  on the 
m a te r ia l. T here are  a r tis t  f ig u res  lik e  A y lm er , W arland, G iovanni, 
p erh ap s, who w rongly  attem pt to id e a liz e  o r , b e tter , to  p er fec t the
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actu a l, in  addition to num erous exa m p les  w hich  con firm  H aw thorne's  
own e ffo r ts  as a r tis t  to do p r e c is e ly  that. T h ere  are  a lso  m any ch a r ­
a c te r s  who are im portant not in th e m se lv e s  but in  te r m s of w hat they  
m ean . F in a lly , it  is  quite apparent fro m  w hat H awthorne says d ir e c tly  
and fro m  what he has h is  ch a ra cter s  sa y  that th ere  is  danger in o v e r ­
id ea liz in g  or o v e r - in te lle c tu a liz in g . Such e x c e s s  m ay r e su lt  not only  
in  the unpardonable s in  of invading the hum an h ea rt but a lso  in the c h a r ­
a c te r s  lo sin g  l if e  and becom ing cold  a b stra ctio n s.
One of the outstanding ex a m p les  o f the a r t is t  figu re who is  ob ­
s e s s e d  with h is  d e s ir e  to id e a liz e  the actual is  A y lm er  in "The B ir th ­
m ark . " H aw thorne's judgm ent of th is  ch a ra c ter  is  c lea r  in a notebook  
en try , which r e fe r s  to  A ylm er: "A p erso n  to be in the p o s s e s s io n  of 
som eth ing as p er fec t as m o rta l m an has a righ t to demand; he tr ie s  to 
m ake it  b etter , and ru ins it  en tire ly"  (IX, 106). A y lm er , a "type of 
the sp ir itu a l e lem en t, " along w ith h is  h e lp e r , A m inadab, "m an's p h y si­
c a l n a tu re ,"  is  in  the habit of tam perin g w ith n atu re. In a lab oratory  
l i t  by a r tif ic ia l lam p s b ecau se  A y lm er i s  a fra id  the sunshine w ill d is ­
turb h is  ch em ica l p r o c e s s e s ,  he p u rsu es  h is  stran ge  en d ea v o rs. Am ong 
other things is  a flu id  w hich w ill w ash  aw ay fr e c k le s . A notebook, "the 
h is to r y  and em blem  of h is  ardent, a m b itio u s, im a g in a tiv e , y e t p ra c tica l  
and lab oriou s l i f e ,"  conta in s a reco rd  of h is  a cco m p lish m en ts. S u rely  
one m u st adm ire A y lm er 's  noble g o a ls , h is  " asp iration  tow ards the 
in f in ite ."  Hawthorne c er ta in ly  d oes not lik e  the opp osite  - -  th ose
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r iv eted  to earth  by g r o ss  m a ter ia lism ; but A ylm er g o es  too fa r .
H is  o th erw ise  p er fec tly  beautiful w ife , G eorgiana, b ears "the 
v is ib le  m ark of earth ly  im p er fec tio n ,"  a tiny red b irthm ark shaped  
lik e  a hand, on her fa ce . T h ere is  no ta in t on her sp ir it , rea son s  
A y lm er , so  why not p er fect h er  body too? That one flaw  torm en ts h im  
beyond endurance. In the b laze of the f ir e ,  he s e e s  "the sp ectra l hand 
that w rote m o rta lity  w here he would fain  have w orsh ipped . " Although 
th ere  is  nothing wrong in s tr iv in g  for the in fin ite , yet Hawthorne b e ­
l ie v e s  one cannot l iv e  su c c e s s fu lly  w ithout rea liz in g  that m en are  
lim ite d  to the fin ite . A y lm er , who w ants to p er fec t G eorgiana, to 
id e a liz e  the actual, cannot a ccep t the fa c t that the b irthm ark "was the 
fa ta l flaw  of hum anity w hich N ature, in one shape or another, stam ps  
in effaceab ly  on all her productions, e ith er  to im p ly  that they are  tem p o­
r a ry  and fin ite , or that th eir  p er fectio n  m u st be wrought by to il and 
pain" (II, 50).
G eorgiana, too, is  glad A y lm er  w ants to get rid  of the b irth ­
m ark . She would not want h im  to to lera te  it  and be "guilty of trea so n  
to h o ly  lo v e  by degrading its  p er fec t idea to the le v e l  o f the actual; and 
w ith h er  w hole sp ir it  she prayed that, for a s in g le  m om en t, she m ight 
s a t is fy  h is  h igh est and d eep est conception" (II, 65). G eorgiana gets  
h er w ish  at the v ery  m om en t when the m ark  fad es ju st b efore she 
d ie s , lik e  the flow er w hich at h er  touch turned b lack  as though it  had 
been burned. She h e r se lf  is  the v ic t im  of the "too pow erful stim ulus"
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to w hich A ylm er attr ib u tes the death of the f lo w er . The natural cannot 
liv e  in th is  lab o ra to ry  b eca u se , ir o n ic a lly , A y lm e r , who r e je c ts  nature  
a lto g eth er , has a flaw  of h is  own - -  that of being unable to see  the flaw  
w hich is  part of a ll hum anity. A s A m inadab, "the earth ly  m a s s ,"  lau gh s, 
A ylm er says:
M atter and s p ir it - - e a r th  and h ea v en --h a v e  both 
done th e ir  part in th is  ! Laugh, th ing of the 
s e n se s !  You have earn ed  the r igh t to laugh  
(II, 68).
A y lm er , in  attem pting to m ake a liv in g  thing p er fe c t, h as su cceed ed  
on ly  in k illin g  it.
G iovanni, in  "R appaccin i's D a u gh ter ,"  does the sam e thing. 
Hoping the antidote g iven  h im  by B ag lion i w ill cou n teract the po ison  in  
B e a tr ic e 's  sy s te m , and a lso  rem ove it  fro m  h is  own, Giovanni u rg es  her  
to drink the liquid  w hich k ills  h er . G iovanni's r e fu sa l to accep t B ea tr ice  
as she is  prom pts h er  to sa y  that although her body is  poison  h er  sp ir it  
i s  "God's c r e a tu r e ."  Hawthorne su g g ests  through B ea tr ice  that G io­
van n i's  is  the g r e a te s t  flaw , that he h as m o re  p o ison  w ith in h im  than 
B e a tr ic e , b eca u se , lik e  A y lm er , he cannot s e e  the tra g ic  flaw  in hum an­
ity . H e, too, con fu ses  the fin ite  and in fin ite , the tem p ora l and e tern a l.
A fin a l exanq>le of th ose w ith in  H aw th orn e's w orks who try  
to  id ea lize  the actual are the ch a ra cters  in  The B lith ed a le  R om ance.
T hey e s ta b lish  what th ey  hope w ill be an id ea l, utopian com m unity b e ­
ca u se , as F og le  su g g e s ts , "they seek  to  reu n ite  the sp ir it  and the body, 
w hich have long b een  sep arated  by the d is to r tio n s  of c iv iliz a tio n .
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But the w hole sch em e is  ch a ra cter ized  by a r tif ic ia lity . Z enob ia's  
e x o tic , h o t-h ou se  flow er , so out o f p lace  in th ese  surroundings i s  
sy m b olic  of th is  a r tific ia lity , a s  i s  her death, su ic id e  by drow ning.
T h eir  a ttem p ts to rem ove th e m se lv e s  fro m  the actual w orld , to e s ta b ­
l is h  an id ea l one, fa il  b ecau se  e s s e n t ia lly  a ll that ch an ges is  the settin g . 
They bring w ith them  to the ru ra l, p a sto ra l surrou ndin gs, the id y llic  
se ttin g , a ll the b a sic  human p rob lem s in  w hich th ey  are  involved .
T hus, in  B lith ed a le , the "happy v a lle y , " we have a ll the petty  je a lo u s ie s ,  
grip in g , argum en ts, love tr ia n g le s , w hich are  part of e v er y  w orld  in ­
hab ited  by human beings.
A lthough we have been com m enting on ch a ra c ter s  w ith in  H aw ­
th o rn e's  s to r ie s  who tr y  to id e a liz e  the actu a l, th is  d oes not preclu de  
the fa c t that those s to r ie s  in w hich they appear are a lso  rep resen ta tiv e  
of H aw th orn e's doing the sam e th ing. In other w o rd s, the ta le s  in w hich  
th ese  ch a ra cters  appear, are  a lso  H aw thorne's id ea liz in g  the actual, 
as a r t is t . Follow ing is  a co m m en tary  on what H awthorne s e e m s  to have 
in  m ind in  connection  w ith id ea liz in g  the actual and what he a ch iev es  by 
doing it.
In a recen t book by Jonathan B aum bach, en titled  The L andscape  
of N ightm are: Studies in  the C ontem p orary A m erica n  N o v e l, the point is  
m ade that the contem porary novel has blood t ie s  w ith the rom ance in  
te r m s  of i t s  b asic  co n cern s. T h ese  are the con cern  w ith c o sm ic  rather  
than so c ie ta l m atters; a v iew  of the w orld  w hich is  h a llu c in a tory  rather
39
than objective; and m o ra l a ltern a tiv es  w hich are m eta p h y sica l rather  
than p ra ctica l. T h is sta tem ent is  not p a r ticu la r ly  n ovel, s in ce  m any  
others w riting on the rom ance have sa id  m uch the sam e th ing, but B au m ­
bach has m anaged to su m m arize  rath er n ea tly  what they have a ll been  
saying. If the co n cern s of the rom ance then are c o sm ic , ha llu c in a tory , 
and m etap h ysica l, how does the a r t is t  m anage to p resen t th em  to  the 
rea d er?  In sh ort, how does he com m unicate m eanings w hich are  beyond  
the ordinary m ean s of com m unication? A ccording to Jungian p sych o logy , 
th ere  are certa in  arch etyp es or sym b ols fro m  the c o lle c tiv e  u n con sciou s  
w hich are "true sym bols"  because th ey  ste m  fro m  the h is to ry  of the 
u n iv erse  and not fro m  that of the ind iv idual. F or th is  reason , "they  
m u st exceed  the com prehension  of the co n sc io u s  m ind, although they  
becom e p ercep tib le  in  a 'garb' acquired  by the a ss im ila tio n  of r e p r e -
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sen tation al m a ter ia l and in con testab ly  orig inating  in  the outsid e w o r ld ."
T h ese  m ean in gs m ay be e x p r e sse d  or conveyed if  you w ill only  
through the u se  of the sym bol. An appropriate defin ition  of the sym b ol, 
e sp e c ia lly  for  H aw thorne's w ork, is  found in  D avid son 's  book, H aw ­
thorne: The L a st P h a se . D avidson  sa y s the sym bol is  the fu sin g  of 
im age and m o ra l, so that one b eco m es the v isu a l rep resen ta tion  of the 
oth er . A sym bol then is  fix ing  the m o ra l idea in con crete  te r m s . D a v id ­
son further s ta te s , r igh tly  I think, that Hawthorne in v estig a ted  human  
h ea rts  and so u ls , but to do th is  he had to have a fo cu s , a v isu a l r e p r e ­
sentation  of the a b stra c t m ora l he w as seek in g  to d em on stra te . So he
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u s e s  the le tte r  "A, " a faun w ith fu rry  e a r s , a b loody foo tstep , or a
m ag ic  e lix ir , a ll im portant for  the id eas th ey  r ep re sen t.
A s A ustin W arren s ta te s , Hawthorne red u ces m a ter ia l ob jects
to the sta tu s of tokens w hich shadow forth  to the s e n s e s  the sp ir itu a l 
13sta te s  of m en. He had a d isd a in  for  what could be ob serv ed  p r im a r ily  
through the s e n se s , and is  rather in tere sted  in  doing what H oxie F a ir ­
ch ild  d e sc r ib e s  as the c h a r a c te r is t ic  rom antic deed  of soften in g the hard  
r e fr a c to r in e ss  of the known by in vestin g  it  w ith the m y s te r y  and glam or
of the unknown, enabling m an to think of the p r im r o se  as som ething
14 15m o re . But "Hawthorne d oes not f le e  the rea l for  the ideal"; rather,
he r id s  h im se lf  of accid en t and contrad iction , u n iv ersa liz in g  even  when  
u sin g  lo c a l m a te r ia ls . The em p h a sis  in H aw thorne's w ork is  on m ora l 
i s s u e s  and not ch a ra c ter s , or m a ter ia l o b jec ts . What he d oes to  the 
m a te r ia l, how he id e a liz e s  it ,  is  apparent from  h is  d escr ip tio n  of how  
he cam e to w rite The S c a r le t  L e tte r .
W hile working in the C ustom  H ouse, H awthorne sa y s  that he 
ran a c r o s s  an ancient, y e llow  parchm ent package. R ich  in a sso c ia tio n  
and p o ss ib ility , th is object stron g ly  co n tra sts  w ith the su p e r fic ia l l iv e s  
of the C ustom  H ouse e m p lo y e e s , w hich provide l i t t le  m a ter ia l w hich can  
be u sed  to  rev ea l the e tern a l tru ths of the human h ea r t. H awthorne r e ­
m ark s that he found m uch m o re  of M r. P u e 's  m en ta l part h ere  than w as 
to  be found under h is  old w ig . In the package is  a sm a ll ro ll o f exp lan a­
to ry  m an u scr ip t in  addition to the s c a r le t  le tte r  i t s e lf .  Speaking of the
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old su rveyor  P u e, Hawthorne sa y s , "with h is  ow n gh ostly  v o ic e  he had 
exhorted  m e . . .  to bring h is  m ouldy and m oth -ea ten  lu cu b ration s before  
the public" (V, 52).
If th is  w as indeed M r. P u e 's  w ish , H awthorne fu lfilled  it  in  
T he S ca r le t L e tte r . He id ea lized  the m a ter ia l w hich he sa id  he found in  
the C ustom  H ou se, and with the a r t is t 's  in sp ired  "tongue of f la m e ,"  wove 
the d e ta ils  into a sym bolic  ta p estry , w ith a pattern  of m eaning u n i­
v e r s a l ly  sign ifican t. The ch a ra cters  are  im portant as em bod im ents of 
id e a s , m ore  sp e c if ic a lly  in te r m s  of th eir  a sso c ia tio n  with the s c a r le t  
"A. " That th is  sc a r le t  "A" is  the point o f the work is  apparent from  
the t it le . It would appear that Hawthorne w as in terested  in the e ffe c t  of 
the red  "A" on a ll th ose  who w ere  involved  w ith it.
Throughout the w ork, for exam p le , H e ster  w ears gray  cloth ing. 
A m id st the b lack  and white m o ra lity  of her tim e , th is  puts H e ster  ex a ctly  
now here. I t a lso  see m s  to m ake h er  nobody - -  to  rob her of h er  identity , 
to  m ake "her fade p erso n a lly  out of s igh t and o u tlin e ."  In terestin g ly , it  
i s  the s c a r le t  le tte r  w hich co n s isten tly  b rin gs h er  back and r e v e a ls  
h er  "under the m o ra l a sp ect o f its  own illu m in a tio n ."  H ester  e x is t s  to 
g ive  em bodim ent to the sym bol o f the "A, " b eca u se , other than the 
s c a r le t  le t te r  sea r in g  h er  b r e a st , H awthorne rem ark s that one w onders  
w hether H ester  Prynne is  a "woman or a shadow . "
What does th is  "A, " w hich  F e id e lso n  c a lls  "psychophysica l"  
b eca u se  it  e n te r s  into and shapes the p erce iv in g  m ind as w e ll a s  the
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o b jective  scen e , r ep resen t a fter  a ll ?  ̂̂  A s one m ight exp ect, num erous  
su g g estio n s have been m ade - -  a d u ltr e ss , an gel, art. Von A bele  say s  
perhaps it stands for  A lpha, the f ir s t  le t te r  of the alphabet, hence stan d ­
ing at the beginning of a ll lan gu age, w hich is  the m ed iu m  of H aw thorne's  
sp e c if ic  art. F u rth er , s ta te s  Von A b ele , it  is  the sym bol of the Alpha
of the book, the act o f adu ltery  w hich is  D im m esd a le 's  fa ll  fro m  inn ocence
17as the birth  of language is  another kind of fa ll .
T h is la s t  point r a is e s  som e in tere stin g  sp ecu la tio n s . If we
think of it  in connection w ith the N ew  England P r im e r  w hich e x em p lifie s
"A" w ith the lin e s  "By A dam s F a ll/W e  Sinned A ll, " then we can se e  it
as  standing for  Adam  and a sso c ia tin g  the s in  of H ester  and D im m esd a le
18w ith  the O rig inal Sin. A s the f ir s t  le t te r  of the alphabet, the beginning  
o f a ll language, the m ediu m  of a ll l it e r a r y  art, the "A" m a y  be seen  as  
sy m b o lic  of a ll sy m b o ls . It i s  a sso c ia te d  w ith the tongue of f la m e , w hich  
m a y  be con sid ered  as the a r t is t ic a lly  in sp ired  w ord. The "A" then not 
only  r ep resen ts  the s in  of H e ste r  and A rthur ind iv idu ally , but a lso  the 
O rig in al Sin, and th ere fo re  u n iv er sa l gu ilt, and further the a r t is t ic  
p r o c e s s  w hich by the u se  of the w ord as sym b ol, i s  capable of com m u ni­
cating  boundless m eaning.
A s m entioned above, the "A" is  capable of hiding H e ste r  a s an 
ind iv idu al. It a lso  r e v e a ls  th ings about o th ers , a ttitud es or opinions  
in  connection  w ith th e ir  rea c tio n s  to  it . G overnor B ellin gh am  r e p r e ­
sen ts  the P uritan  v iew  of the s c a r le t  le t te r , à v iew  w hich b ecom es
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apparent when H ester  v is i t s  h is  dw ellin g  to guard h er  p o s s e s s io n  of 
P e a r l. The m an sion  is  d escr ib ed  as "wooden, " " m o ss-g ro w n ,"  " cru m ­
bling to d ecay , and m elan ch o ly  at h eart, " but n e v e r th e le s s  som ew hat 
ch eerfu l and rather b r illia n t for  a P u ritan  r u ler . Im ages of h ea v in ess  
and r ig id ity  are u sed  to d escr ib e  the h o u se . The door has an "iron  
ham m er" and in sid e  th ere  are "ponderous c h a ir s ,"  p ictu res of stern , 
sev e r e -lo o k in g  old w orth ies w ith arm or on, and, m o st im portant, the 
" su it of m ail"  w ith a " ste e l h ead p iece . " A s H ester  and P e a r l look  into 
th is  r e f lec tin g  su it, they see  the s c a r le t  le t te r  "in exaggerated  and 
gigantic prop ortion s, so  as to be g rea tly  the m o st prom inent featu re  
of ^ H ester 's j appearance. In truth she seem ed  ab so lu tely  hidden by it"  
(V, 132). A ll of th is su g g ests  how G overnor B ellingham  in h is stern  
se v e r ity , as a rep resen ta tiv e  o f P u rita n ism , ex a g g era tes  the sin; he 
s e e s  only the sin  and not the human being.
P e a r l, too , a s  "a m ic r o c o sm  of H e s te r 's  m o ra l c h a o s ,"  is  the 
s c a r le t  le t te r  in carnate. She is  arrayed  in a " crim son  v e lv e t  tun ic, of 
a p ecu lia r  cut, abundantly em b ro id ered  w ith fa n ta s ie s  and f lo u r ish e s  of 
g o ld -th rea d . " O bviously , she lo o k s ju st lik e  the le tte r  w hich is  sew n  
w ith gold thread on H e ste r 's  d r e s s . The author sa y s  of her: "It ^ P ea r lj  
w as the s c a r le t  le t te r  in another form ; the s c a r le t  le t te r  endowed w ith  
life"  (V, 127)! P e a r l h e r se lf  i s  sp ir itu a lized  m a tter . T his is  p r e c is e ly  
what H aw thorne's sto ry  i s  - -  the s c a r le t  le t te r  endowed w ith l ife  - -  
m a tter  tra n sform ed  to idea .
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H awthorne sa y s  the m o ra l o f The S ca r le t L etter  is:
B e tru e! Be true! B e tru e! Show fr e e ly  
to the w orld , if  not your w o rst, yet som e  
tra it  w hereb y the w o rst m ay be in ferred  
(V, 307).
R .R . M ale sa y s  the q u est for truth is  an effort to know P e a r l. "As
e v e r y  read er of the book rec o g n iz e s , she is  the s c a r le t  le t te r  incarnate .
But as the v is ib le  em bodim ent of truth about the p articu lar sin , she
19
b eco m es by ex ten sion  the u n iv ersa l truth about the O riginal S in ."
P e a r l then is  a k ey  figu re  in the w ork w hich is  the resu lt of the tr a n sfo r m a ­
tion  of the sc a r le t  "A, " w hich Hawthorne found in the parchm ent p ap ers, 
to  an idea; through w ord s, he has su ggested  the m o ra l idea ex p r essed  
s im ila r ly  by Sh akesp eare - -  "To thine own s e lf  be true . . . " We m ay  
fu rther r e fer  to M a le 's  sta tem en t that if  the ch a ra cter s  are  stripped  
of n am es and lo c a tio n s , what rem ains is  the b a sic  rela tion  betw een m an, 
w om an, and D eity .
The S c a r le t  L etter  is  seen  not as rom ance  
but a s  m y th --th e  s to ry  of m an and wom an  
in a fa llen , that i s ,  hum an, w orld . L ike  
R app accin i's  garden, life  in  th is  'Eden of 
the p resen t w orld' is  an adulteration  of G od's 
orig in a l crea tion .
N ot on ly  has Hawthorne m anaged to id ea lize  the actual, but he h as a lso  
extended the m eaning of the w ork to  u n iv ersa l p rop ortion s. P .O . M a tth ies­
sen  d e sc r ib e s  H aw th orn e's accom p lish m en t in  com paring h is  w ork w ith  
M e lv ille 's  Moby D ic k . In th is  w ork M elv ille  r e c o n c ile s  gen era l w ith  
co n cre te , fu se s  idea w ith im age; "w h ereas, even  in  The S ca r le t L e tte r ,
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the a b stra c t, the idea , is  often of g rea ter  in te r e s t  than its  concrete  
..21ex p ress io n .'*
T his la tter  sta tem en t is  a lso  true of The M arble Faun. H aw ­
thorne d e sc r ib e s  in the w ork it s e lf  how he cam e by the idea for the story . 
It w as "the contem plation  of th is  im p erfec t p o r tra it of D onatello  that 
o r ig in a lly  in terested  u s in h is  h is to r y , and im p elled  u s to e l ic it  from  
K enyon what he knew of h is  fr ien d 's  adventures"  (VI, 434). The " im p er­
fe c t  portrait"  to which H awthorne r e fe r s  i s  one w hich show s D onatello  in  
th e m id st  of stru ggle  betw een  m o ra l p la n es . D o n a te llo , at the beginning  
of the n ovel, is  a sso c ia ted  w ith  in n ocence, , the sy lvan  life  of the past, 
but he is  fo rced  to cope w ith gu ilt a fter  he has m u rd ered  the sp ectre  who 
h a s been  haunting M iriam . The w hole n ovel is  about the riddle of the 
so u l's  grow th, and the in -b etw een  p o rtra it su g g e sts  the th em e. It ca p ­
tu r e s  both c h a r a c te r is t ic s  of the f aun w ith whom  D on atello  is  a sso c ia te d ,
"a natural and delightful link  betw ixt hum an and brute l i f e ,  with so m e ­
thing of a d ivine ch aracter  in term in g led ."  D o n a te llo 's  encounter w ith  
M iria m , who m ay rep resen t gu ilt and e x p e r ie n c e , m ark s th is in itia tion  
in to  e v il ,  but a lso  h is  a scen t to a h igh er sta te  of being. And th is idea is  
far  m o re  in terestin g  than the Rom an e sca p a d es  w hich  ser v e  as a backdrop. 
A lthough the above su g g ests  that D o n a te llo 's  developm ent is  the m ain  
point o f the n ovel, it  should be ob served  that the other m ain  ch a ra c ter s , 
M iria m , H ilda, and K enyon, a lso  undergo tra n sfo rm a tio n s to a le s s e r  
d e g r e e . M ost im portant, how ever, i s  the fa c t that th is  n ovel again
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in d ica tes  how in H aw thorne's w ork, "the l ite r a l le v e l  of n arration  . . .
m ir r o r s  only the ex tern a l form  of a profounder stru ctu re  of im a g in a - 
22tiv e  truth. "
At t im e s , h ow ever, Hawthorne had som e d ifficu lty  id ea liz in g  
the actual. In B lith ed ale  "the c lo d s of earth  . . . w ere  n ever  
e th e r ea liz e d  into thought. " He could not do it  b eca u se  he w as so  p e r ­
so n a lly  involved . T hose who dw elt th ere  could not a cco m p lish  it  e ith e r . 
T h eir utopia (actually  B rook F arm ) su cceed ed  on ly  in seem in g  u n real 
and tem p orary  to a lm o st everybod y. The work is  f il le d  with v e il  
im a g ery , su g g estiv e  of hiding som ething e ith er  from  oth ers or from  
o n e 's  s e lf ,  perhaps in d icative  of the b a s ic a lly  e sc a p is t  m o tiv es  o f th ose  
who cam e th ere . Z enobia, who is  a sso c ia te d  w ith w arm th grown co ld , 
ends by com m itting su icide in w ater w hich m ay be seen  as a kind of 
v e il .  H er body when reco v ered  is  r ig id , h er  f is t s  c len ch ed , and C o v e r ­
dale com m en ts that th ere  w as "som e tin t of the A rcad ian  a ffecta tion  that 
had been v is ib le  enough in a ll  our l iv e s  fo r  a few  m onths p ast. " W e ste r ­
v e lt  is  a r tif ic ia l, too , w ith h is  " m eta llic  lau gh ,"  gold-banded tee th , 
and m a sk -lik e  fa ce . So is  P r is c i l la ,  ca lled  when she w a s young a 
" g h ost-ch ild , " who se e m s  a lm o st tran sp aren t. The w ork som ew hat f its  
the idea w hich Hawthorne w as try in g  to convey; it  d o esn 't quite com e off 
in  its  attem pt to d escr ib e  an exp erim en t w hich i t s e l f  didn't quite com e  
off. A ccord in g  to H yatt W aggoner, the " fire s  o f fa ith , hope, and lo v e  
burned brightly  at f ir s t  at B lith ed a le , but w ere soon extin gu ish ed  by
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the s e lf ish n e s s  of m en and w om en who could not afford to 'be tru e .
Hawthorne w as b est when h is  w ork w as p laced  in a kind of 
fa iry lan d . H is r ea l w orld  and the one w hich he p r e se n ts  m o st m ea n in g ­
fu lly  is  the one in  h is  "m ind's e y e ."  C lifford , in  The H ouse of the Seven  
G a b les , when he and H epzibah are escap in g  on the tra in , d e sc r ib e s  a 
house w ith  a co rp se  in sid e  and te l ls  the gentlem an he i s  talk ing to that 
he has ju st  such a hou se in h is  m in d 's ey e . That is  p r e c is e ly  w here the 
house is  for  H aw thorne, and the novel is  a good exam ple of how he co n ­
v e r ts  m atter  to idea.
P erh ap s the hou se of the seven  g a b le s , lik e  the house of U sh er , 
m ay be thought of m o st m ean in gfu lly  a s an illu so r y  d w ellin g , im portant 
for what it r e p r e se n ts . It cer ta in ly  rep resen ts  the dark p ast of the 
Fyncheon fam ily , but m ore s ig n ifica n tly  r e la te s  to J a ffrey  Fyncheon  
h im se lf . Ja ffrey , who has been  dehum anized by m a ter ia l in te r e s ts , is  
lik en ed  to a sta te ly  p a la ce , in  which som ew here m ay  l ie  "a c o rp se , h a lf­
d ecayed , and s t i l l  d ecaying , and d iffusing  its  d ea th -sc e n t a ll through the 
p a la ce . " The dead judge in sid e  the house p a r a lle ls  the judgè4s dead  
in s id e  - -  h is  dead and decayin g  m ora l nature. Of c o u r se , Ja ffrey  is  
tied  up w ith the p ast and a ll the corruption  of the Fyn cheon  fa m ily  up to 
the p resen t. When he d ie s  in sid e  the house and the rem ain in g F yn ch eon s  
lea v e  it  behind th em , they  are  sy m b o lica lly  re jec tin g  the p ast.
T h ese  m a ter ia l o b jects  w hich rep resen t id ea s  are  found f r e ­
quently in H aw thorne. In a N ote-B ook  p a ssa g e , speaking of a G othic
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cath ed ral, he sa y s  the cathedral "show ed m e how earth ly  I w a s, but 
yet w h isp ered  d eep ly  of im m orta lity . " It contain s w ithin it s e lf  both 
the earth ly  and sp ir itu a l, lik e  Lady E le a n o r e 's  m an tle . T h is c loak , 
sa id  to have m a g ica l p ro p er tie s , c a r r ie s  the dreaded sm allp ox , and 
thus rep resen ts  her overw een ing p rid e , h er  "m oral d e fo rm ity ."  Only 
when the cloak  i s  d estroyed  by fir e  is  the plague f in a lly  ended. The 
lim e  -k iln  in "Ethan Brand" a lso  is  an actual thing but stands for  so m e ­
thing e ls e .  W ith the sm oke and flam e com ing from  the door, it seem s  
to  resem b le  the "private entrance to the in fern al r e g io n s ."  Not only  
d oes it  rep resen t h e ll , but it m ay a lso  be seen  as B rand's flam ing  
h eart, burning w ith  guilt and r e m o r se , w hich is  f in a lly  consigned  to 
the fla m es  w here it  is  converted  to lim e  as if  it w ere  m arb le . The 
kiln  a lso  lig h ts  the settin g , at t im es  m is le a d s  and o b scu res  c le a r  m ora l 
v is io n  as it is  opened and c lo sed , and draw s attention to B rand's fa c e .
It is  a lig h t w ith a pu rp ose, as w e ll as a h eart im age .
The num erous h ea rt im a g es in  H aw thorne's w ork a tte s t  to  h is
in te r e s t  in th em . T h is in te r e st  is  s ig n ifica n t in connection  with h is
b a sic  th em es , m any of which su g g est the great d ifficu lty  in purifying a
24gu ilty  heart or hiding the phantom s of the im pure h eart fro m  v iew , 
and a lso  with r e feren ce  to h is  b a sic  a r t is t ic  stan ce . B y th is , I m ean  
h is  in te r e st  in  p resen tin g  the in tern a l. E x tern a l r ea lity  or m a tter  is  
often  rejec ted  in  favor of the in tern al or sp ir itu a l, the p sy ch o lo g ica l or 
"underside" of ex p er ien ce . Hawthorne is  m o re  in tere sted  in  looking
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w ithin  than without.
P erhaps th is  is  why in the four m ajor n o v e ls  u n reality  s e e m s  
to pervade the l iv e s  o f the c h a r a c ter s , e sp e c ia lly  with referen ce  to  
th eir  rela tion sh ip s w ith the w orld  outsid e th e ir  own troubled r e a lm s.
The w hole U niverse se e m s  fa ls e  to  D im m esd a le  b ecau se  of h is  fa ilu re  
to be true to h im se lf; he and H e ster  see m  ghosts to each other. G ra sp ­
ing at "shadowy c la im s  on the w ild e r n e s s  deed, " the Fyncheons in The 
H ouse of the Seven G ables are  condem ned to u n rea lity  and the past; the 
peeping C overdale f e e ls  a deep  sen se  of u n rea lity  in connection  w ith h is  
ex p er ien ces  at B lith ed a le , and the point is  m ade con stan tly  that it a ll 
s e e m s  rather a r tif ic ia l and u n real to everybody. F in a lly , in The M arble  
F aun, the "threefold  antiquity" of E tru scan , R om an, and C h ristian , is  
so  o p p ressiv e  "that the p resen t m om ent is  p r e sse d  down or crow ded  
out, and our ind ividual a ffa ir s  and in te r e sts  are but ha lf as r e a l h ere  
^Romej as e lse w h e r e ."
What is  going on in sid e  se e m s  to inform  and ch a ra c ter ize  the 
ou tsid e  w orld . R ichard  D igby in "The Man of Adamant" has a h ea rt  
w hich turns to stone b ecau se  he h a s  refu sed  lo v e , w hile R oderick  
E llis to n  is  saved  fro m  h is  b osom  serp en t b ecau se  he accep ts  lo v e .  
H ild a 's  sp iritua l a lo o fn ess  and in ab ility  to sym path ize w ith any other  
human being is  sy m b olized  by h er  high tow er dw elling place; M ir ia m 's  
heart of d ark n ess is  a sso c ia te d  w ith the d im  and winding catacom bs  
w here the e v il  sp ec tre  is  seen . The beautiful though ruined fountain
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r ep resen ts  both the sp ir itu a l beauty but p o ison ou s body of B ea tr ice  
R appaccin i. The w hole garden surrounding her  is  sy m b olic  of th is  
m ixtu re .
T h ere i s ,  h ow ever, the grea t danger that the id e a lis t ic  seek er  
after truth m ay  becom e a F au stian  sea r c h e r . H aw thorne b e lieved  that 
v io la tion  of any human heart w as an unpardonable s in , and he feared  
a ll h is  life  that he w as gu ilty  o f it . With M e lv ille , he b e liev ed  that the 
ro le  of the im agination  w as to m ed ia te  betw een  sp ir it  and m a tter , but 
that the a r tis t  m u st be ca re fu l not to o v erstep  b ou n d aries. In addition  
to th is , ove r - in te llec tu a l iz in g  m a ter ia l w ould ruin it  en tire ly ; Hawthorne 
m ak es the sta tem en t that at tim es  h is  ch a ra cter s  b ecam e co ld  a b str a c ­
tion s beneath h is  hand, that they lo s t  a ll th eir  hum an w arm th. The 
a r tis t  m u st tread  the lin e  c a re fu lly  betw een c lo se  observation , sym pathy  
and ob jectiv ity .
We have see n  that H aw thorne's attitude tow ard the m a ter ia l 
is  both com p lex  and v a r ied . R em arking on the c lo s e  connection  betw een  
the death of M artha Hunt in C oncord R iv er  and Z en ob ia 's death by drow n­
ing in The B lith ed ale  R om ance, W agenknecht s ta te s  that Hawthorne tr a n s-
25m u tes the raw  m a ter ia l of e x is te n c e  into a r t. He changes th is  m a t­
e r ia l by d isso lv in g , subverting , d ecom p osin g , or  analyzing the object, 
lik e  the parchm ent papers found in  the C ustom  H ou se , so  that he m ay  
unify, p ro jec t, e x p r e s s , or crea te  the subject - -  ad u ltery  or the e ffe c ts  
of s in  in  The S c a r le t  L etter .
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In that w ork, a s in o th ers , H awthorne sought to do what he  
d escr ib ed  as h is  approach in The M arble F au n . He sa y s  he “d esign ed  
the s to ry  ^or s to r ie s j  and the ch a ra cter s  to  b ear, of c o u r se , a c er ta in  
re la tio n  to human nature and human l i f e ,  but s t i l l  to  be so  a rtfu lly  and 
a ir ily  rem oved  fro m  our mundane sp h ere , that som e law s and p ro p r i­
e t ie s  of th eir  own should be im p lic it ly  acknow ledged" (VI, 522). A s  
F .O . M a tth iessen  has sa id , if  th ere  is  a lo s s  o f the m a ter ia l w orld  in
h is  w ork s, n e v e r th e le ss  “a b stra ctio n s can  take on, not ex a ctly  f le sh
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and blood, but enough in ten sity  to m ake th em  im ag in ative ly  a liv e . “
A rt, lik e  C a th o lic ism , “ su p p lies  a m ultitude of ex tern a l fo r m s, in  
w hich the sp ir itu a l m ay  be clothed  and m an ifested "  (VI, 392).
The id ea liz in g  of the actual i s  a c ru c ia l part o f H aw thorne's 
a r t is t ic  p r o c e s s . A lthough the v a r io u s m ea n s of d ea lin g  w ith m atter  
are sign ifican t too and shed lig h t on h is  w ork , th is  p a rticu lar  approach  
i s  of m o st in ter e st . A p a ssa g e  in “Our Old H om e" perhaps b e s t  d e ­
s c r ib e s  what H awthorne w as try ing  to do and why:
F a c ts  a s  we r e a lly  find th em  . . . are  covered  
w ith a stony e x c r e sc e n c e  of p r o se , resem b lin g  
the c r u st  on a beautifu l sea  s h e ll , and th ey  n ev er  
show  th e ir  m o s t  d e lica te  and d iv in est co lo r s  
un til we sh a ll have d is so lv e d  aw ay th e ir  g r o sse r  
a c tu a litie s  by steep in g  th em  lon g  in  a pow erful 
m en stru u m  of thought (VU, 16 5 -6 6 ).
In su m m ary, he i s  try ing  to d is so lv e  the g r o ss  actu a lity  of fact by e m ­
ph asiz in g  the idea rath er  than its  m a te r ia l v e h ic le . T h is he a cco m p lish es  
by the attack upon m a tter , the d estru ctio n  or  tran sform ation  of the
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m a ter ia l, and the id ea liz in g  of what actu a lly  e x is t s .  The sam e e ffe c ts  
can be ach ieved  by the u se  of d is ta n ce .
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CHAPTER n
TEM PORAL, SPATIAL, PSYCHIC DISTANCE
The hues of the opal, the lig h t o f the diam ond  
are not to be seen  if  the eye is  too near.
R alph Waldo E m erso n
V arious d efin ition s of a esth e tic  d istan ce  s im ila r ly  su g g est  
that it is  g en era lly  the e ffec t produced when an em otion  or ex p er ien ce  
i s  so objectified  by the proper u se  of form  that it  is  understood as being  
o b jectiv e ly  rea lized  and independent of the im m ed iate p erson a l e x p e r i­
en ce  of its  m ak er.  ̂ T h is d oes not n e c e s s a r ily  m ean that the author is  
im p erso n a l, or that he h as a p u rely  in te llec tu a l in ter e st  in the su bject. 
R ather the work is  f ilte r e d  or c lea red  of i t s  s tr ic t ly  p ra c tica l, co n crete  
appeal, so  that the r esu lt  is  s t i l l  a p erson a l rela tion sh ip  betw een author 
and w ork, yet a d istan ced  one. Thus, the work is  put out of g ea r , so  
to speak, with the p ra c tica l, actual s e lf , so  that the a r tis t  m ay  p resen t  
a v iew  of th ings fro m  the u su a lly  unnoticed s'ide, the hidden or u n d ersid e  
of ex p er ien ce , a v iew  w hich m ay  str ik e  the read er as a kind of 
rev e la tio n .
W hile m aintain ing th is  p erso n a l but detached p osition , the
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a r t is t  m u st avoid u n d er-d ista n c in g  or o v er-d ista n c in g . If he con cen trates  
on sa tir iz in g  cu rren t so c ia l in stitu tion s or d w ells  on to p ica l su b jects , 
the r esu lt  m ay bè too r e a l i s t ic ,  w hile  putting the w ork too fa r  in the 
p ast or fu ture, or using  r id icu lo u sly  exotic  se ttin g s , m ay  r e su lt  in 
a r tif ic ia lity  or im p rob ab ility . What is  wanted actu a lly  i s  the u tm ost  
d e c re a se  of d istan ce  w ithout its  d isapp earan ce, a p lace  m idw ay betw een  
the two e x tr e m e s . That such a balance is  d ifficu lt to m aintain  is  ap­
parent fro m  the fa c t that d istan ce  se e m s  to be a p rob lem  inherent in  
a ll art. In connection  w ith m u s ic , for exam ple, su c c e ss fu l d istancing  
se e m s  to be c lo s e ly  re la ted  to the p reserv a tio n  of v a r io u s com p osition s;  
particu lar  m e lo d ies  rem ain  in  the m ind w hile o th ers d isap p ear . A r ch i­
tectu re  not v iew ed  from  su ffic ien t d istan ce  to en com p ass the w hole  
d esign  cannot be fu lly  ap p rec ia ted . Statues are  m o st enjoyed when 
placed  on p e d e s ta ls , so  that the v iew er  can o b serv e  th em  outside h is  
own sp atia l p lane. P la y s , m o v ie s , and litera tu re  are  cen so red  by 
m o r a lis ts  who r e fu se  to tr u s t  o th ers to m aintain  d ista n ce .
T h is d istan ce  betw een  the spectator or read er and a work of 
a rt is  c ru c ia l then to an ap p recia tion  of it as a r t, b ecause  the read er , 
although he m u st be p repared  for the appeal of the w ork in o rd er  to  
enjoy it, cannot too c lo s e ly  id en tify  with it, l e s t  he lo s e  d ista n ce  a l ­
togeth er . A m an who h as rea so n  to  su sp ect h is  w ife m ight on the one 
hand be exp ected  to  d eep ly  ap p recia te  O th ello , w hile on the other m ight 
find it im p o ss ib le  to  en joy  the p lay  b ecau se  he can s e e  in  it  on ly  h is  own
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p erso n a l situ ation . H e, lik e  the a r t is t , m u st be both p erson a l and d e ­
tached  at the sam e t im e . W ithout d is ta n ce , n eith er  art nor ap p reciation  
i s  p o ss ib le .
The d istan ce  lim it  req u ired  is  one beyond w hich and within  
w hich a esth e tic  app reciation  b eco m es p o s s ib le . F o r  H awthorne, perhaps  
th is  w as the n eu tra l ground betw een the r ea l and the im aginary , w here he 
sought to p lace h is  art - -  outside the every d a y  w orld  of m a ter ia lity  but 
not beyond the understanding or ap p recia tion  of h is  r ea d er s . S in ce h is  
im agination  w as a m o ra l one, and s in ce  he could respond fu lly  only to 
m o ra l v a lu e s , it  w as n e c e s s a r y  for h im  to be fa r  aw ay fro m  h is  su b ­
je c ts  so that he would not be d is tra c ted  by other c h a r a c te r is t ic s  than 
th ose  which e sp e c ia lly  in tere sted  h im .
T here a re  exam p les in h is  w ork of th ree  kinds of d istan ce: 
tem p o ra l, sp a tia l, and p sy ch ic , or p sy ch o lo g ica l. T h ese , of co u rse , 
a re  c o lle c t iv e ly  em ployed  as a m ean s of p resen tin g  u n iv ersa l m eaning, 
but are broken down h ere  for  the purpose of d isc u ss io n .
With r e fer en ce  to  tem p ora l d is ta n ce , T .S . E lio t , in "The
Hawthorne A sp ec t, " The L ittle  R ev iew , A ugust 1918, said:
In one thing alone H awthorne is  m o re  so lid  
than Jam es: he had a v e r y  acute h is to r ic a l  
se n se  . . . Both m en had that sen se  of the 
p a st w hich is  p ecu lia r ly  A m erica n , but in 
H awthorne th is  sen se  e x e r c ise d  i t s e l f  in a 
grip  on the p ast its e lf;  in  J a m es it  i s  a sen se  
of the s e n se .
H awthorne w as preoccup ied  w ith the o r ig in  o f th in gs, and seem ed  co n ­
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stan tly  to see  the p resen t in te r m s  of the past.- F o r  that m a tter , one
m ight w e ll agree  w ith  W aggoner's a s se r tio n  that the p a st liv e d  in
2
H aw thorne, so any boundary would have been a r t if ic ia l. H awthorne 
w as in  the rather unique situation  of liv in g  in an area w here h is  a n c e sto rs  
had lived ; M a ssa ch u setts  w as rep lete  w ith m e m o r ie s  o f the p ast. S u r ­
rounded by trad ition  and rem inded  everyw h ere of h is  h er ita g e  and roots  
in  th is  reg ion , it  i s  not su rp r isin g  that H awthorne had such a strong  
sen se  of the past and w as so  convinced  that it  liv e d  on in a v e ry  m ea n in g ­
ful w ay into the p resen t.
D istan cin g  in tim e is  not em ployed  by H awthorne on ly  b ecau se
he is  so  involved  in the p ast, h ow ever. It is  an a r t is t ic  d ev ice  w hich  he
u sed  for a sp ec if ic  p u rp ose, that purpose being to p resen t the u n iv ersa l
rather than the p articu lar . F og le  has n eatly  sum m ed it  up as fo llow s:
Hawthorne so  em p loys the e lem en t of tim e as  
to w arn u s  that he cannot guarantee the l it e r a l  
truth of h is  n arrative  and at the sam e tim e  to 
su g g est that the e s se n tia l truth i s  the c lea r e r ;  
as fa c ts  shade off into the background, m ea n ­
ing i s  le f t  in the foreground unshadowed and 
d isen cu m b ered . The y e a r s , he p reten d s, have  
winnowed h is  m a ter ia l, leav in g  only what is  
enduring. T rad ition  and su p erstitio n , w hile  
he d isc la im s  b e lie f  in th em , have a w ay of 
pointing to the truth. ^
T hus, we have the group of s to r ie s  w hich co m p r ise  what has  
been ca lled  the Myth of New  E ngland. In th ese  ta le s ,  H awthorne tr e a ts  
the p ast in one of two w ays - - a s  p ast or a s  p ast in fluencing p resen t. 
W hatever the approach, he com b in es som e actual fa c ts  of ea r ly  N ew
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England h isto ry  w ith supernatural e le m e n ts . Many of th ese  s to r ie s
w ere gath ered , so  H awthorne sa y s , at the old P rov in ce  H ou se , w hich
seem s fro m  h is  d escr ip tio n s  to have been converted  into som e kind of
inn. He g o es  th ere  to h ear  ta le s  of the p ast, hoping to snatch  "from
oblivion  som e e ls e  u n h eard -of fa c t of h is to ry . " T his m a ter ia l appears
under the tit le  "L egends of the P rov in ce  H o u se ,"  and in clu d es such
sto r ie s  as "H ow e's M asquerade"; ."Edward Randolph's P o r tra it, " w hich
se r v e s  a s a w arning to any governor who d isreg a rd s  the w ill of the
people; "Old E sth er  D u d ley ,"  guardian of the old, who jo in s p ast and
p resen t by te llin g  the ch ildren  s to r ie s  of t im e s  gone by. E sth er  rem ain s
in the p ast until she is  confronted by the new  lea d er , w hose p resen ce  is
so repugnant to h er  that she d ie s . T here is  a lso  in th is  group "The G ray
Cham pion, " who se r v e s  both as a rem inder of the w rongs perp etrated
upon the A m erica n s by England, and as a legen d ary  h ero  who appeared
when m o st needed by h is  countrym en, con ven ien tly  d isapp earin g  w hen
he has fu lfilled  h is  h ero ic  pu rp ose. In th is  w ay, "Hawthorne m y th o lo -
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«gizes actual h is to r y  and m akes m ythic action s appear h is to r ic a l."
But d istan cin g  in tim e is  a lso  apparent in the four m ajor n o v e ls , 
p rim a rily  for th em atic  r e a so n s . H aw thorne's avowed purpose in The 
H ouse of the Seven  G a b les , the tim e span of w hich i s  app roxim ately  three  
cen tu r ie s , i s  to  show  how the p a st in flu en ces the p r e se n t, to  bridge the 
gap betw een the haunted, gray New England p a st and h is  own broad  
daylight. In t im e , the s to r y  rea ch es backw ard from  H aw thorne's own
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tim e a lm ost to the age of The S c a r le t  L e tte r , touching upon happenings 
that took p lace in  or around 1670, 1707, 1820, and 1850. The ev en ts  
w hich took p lace in  the p a st s t i l l  s tron g ly  in fluence the rem ain ing  
F ynch eon s. Ja ffrey , who rep re sen ts  the corrupt e lem en t o f the fa m ily , 
e x e r ts  an e v il in fluence over  H epzibah and C lifford , threaten ing th e ir  
sec u r ity  until h is  death in  the a n c e stra l ch a ir . The hypnotic p ow ers of 
the M aules liv e  on in H olgrave, w hose re fu sa l to u se  th em  on Phoebe  
m ark s a turning point for  a ll th ose involved  in the F yncheon-M aule r e ­
la tion sh ip . B y  u sin g  ev en ts  of v a r io u s t im e s  in the p ast, H awthorne i s  
able to  m ake c lea r  h is  b a s ic  point that w rong l iv e s  fro m  one gen eration  
to another, and that the p a st g rea tly  in flu en ces the p resen t.
In The S ca r le t L etter , w hich is  concerned  with P u rita n ism , we 
see  the attitude toward H e ste r 's  s in  re flec ted  by th ose  who gather to  
se e  her em erge  fro m  the p r ison . Only one young wom an fe e ls  any sy m ­
pathy for  H e ster . A s the w ork p r o g r e s s e s , we se e  attitudes changing  
w ith  the p assage  of tim e so that by the end of the n ovel, few  people  
rem em b er what the "A" r ep re sen ts . A ll they know is  that H ester  is  a 
capable and sym pathetic  p erson  in tim e of s ick n e ss  or troub le, so  they  
in terp re t the "A” in te r m s  of th e ir  own re la tio n sh ip s w ith her.
T im e i s  of fu rther sig n ifica n ce  th em a tica lly  in The S c a r le t  
L etter  b ecau se Artiiur D im m esd a le  and H e ster  Frynne cannot e sca p e  
it . T hey su ffer  fro m  the e ffe c ts  of a sin  com m itted  in the fin ite  w orld , 
to  w hich they are  bound. D im m esd a le  m ak es the com m ent that perhaps
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th ey  can be togeth er  in e tern ity  but not in  the tim e-b urd en ed  w orld  in  
w hich the sin  w as com m itted . P e a r l rem in d s th em  of th is fa c t when she  
r e fu se s  to  c r o s s  the s trea m  to com e to th em  until H ester  p icks up the 
s c a r le t  le t te r  w hich  she has throw n away. If we rem em b er the m o ra l  
of the n ovel w hich  i s  "Be T ru e, " and the fa c t that D im m esd ale  has thus 
far  been unable to l iv e  up to  that h igh endeavor, it  b ecom es apparent 
that he can red eem  h im se lf  on ly  by not running away. A s R .R . M ale 
h as put it , P e a r l " in d icates to  H ester  and A rthur that truth cannot be
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p erce iv ed  outsid e it s  tem p o ra l co n tex t."  The two lo v e rs  are a sso c ia te d  
w ith  the o r ig in a l sin  in  that th ey  find th em se lv e s  in  a fa llen  w orld , c h a r ­
a c te r iz e d  by tim e . E den cannot be found again  outside of e tern ity .
T h is is  the hard le s s o n  that m u st be learn ed  by the Utopians 
at B lith ed a le , too . A lthough The B lith ed ale  R om ance is  ch ro n o lo g ica lly  
p laced  en tir e ly  w ithin the n in eteen th  century, and is  based  on the actual 
B rook F arm , H awthorne s t i l l  ga in s tem p oral d istan ce  in the sen se  that 
th is  com m unity is  e s s e n t ia lly  try in g  to r e s to r e  an A rcadian kind of 
e x is te n c e . T hey s e t  th e m se lv e s  apart from  the w orld , hoping th ereb y  
to  a cco m p lish  not on ly  a com fortab le  liv e lih o o d  for  a ll, but a lso  som e  
kind of happy, com m u nitarian  fe llo w sh ip . T hey fa il e s s e n t ia lly  b ecau se  
th ey  take w ith  th em  to B lith ed a le  a ll the b u ilt-in  sh ortcom in gs of the 
fa llen  w orld  fro m  w hich  th ey  cam e. In the chapter en titled  "The 
M a sq u era d ers ,"  we are  m ade aw are of the sad fa c t that th ey  are a ll  
e s s e n t ia l ly  p o s e r s , a ll, ex cep t S ila s  F o s te r , e s c a p is ts . A gain,
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H awthorne points out the im p o ss ib ility  of running aw ay from  tim e .
N ev er th e less , H awthorne h im se lf  says in "The Old M an se,"
that "in fa iry lan d  ^perhaps h is  n eu tra l groundj th ere is  no m ea su re  of
tim e!"  P erhap s tim e  can be eluded , but only in  the w orld  of art.. U sing
R om e, the "city  of a ll t im e ,"  a s se ttin g , Hawthorne w rote The M arble
F aun, a n ovel dealing  with the tran sform ation  or tran sfigu ration  of four
hum an b ein gs, w ith e sp e c ia l em p h a sis  on the developm ent o f sou l in
one, D on atello . M oral growth is  a sso c ia te d  both w ith tim e and w ith
m y ste r y . Ita ly  provided both, sa y s  G ary S cr im g eo u r . It n atu ra lly  had
"the h a lf m y ster io u s  but d efin ite ly  real" atm osph ere Hawthorne wanted.
F u rth erm o re , tim e in  it s  three a sp ec ts  of p ast, p resen t, and e tern a l
w as " m an ifest and o b serv a b le . D on atello  i s  a sso c ia ted  with the p ast
of M onte B en i, the sy lvan , innocent l i f e ,  the p resen t of M iriam  and her
gu ilt, and the e tern ity  rep resen ted  by the growth of a human sou l from
in n ocen ce , through the fa ll , back to the d iv in e , through rep en tence and
s e lf  d isc ip lin e . W here e ls e  could Hawthorne have w ritten  a book w hich,
as S cr im geou r s ta te s , i s  a "m editation on the subject of t im e . " "Rome
is  the p ast, ex p er ien ce , cu ltu re, and corruption , in  co n tra st w ith  A m -
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e r ic a 's  p resen t, id e a ls , m o ra lity , and in n ocen ce. "
By tem p ora l d istan cin g , Hawthorne i s  able to  ach ieve a kind 
of panoram ic v iew  of the past w hich en co m p a sses  the A dam ic p ast of 
a ll hum anity, the New  England p a st of h is  own so c ie ty , and the E uropean
g
p ast of A m erica . T ied  in ex tr ica b ly  in  w ith th is  kind of d istan ce  i s
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sp atia l d ista n ce , -which i s  a lso  s ig n ifica n t in con n ection  w ith  The M arble  
Fau n.
Northrop F r y e , in R o m a n tic ism  R eco n sid ered , sa y s  that
R o m an tic ism  is  the e ffe c t  of profound change, "not p r im a r ily  in b e lie f ,
but in  the spatia l p ro jection  of r ea lity . T h is in turn lea d s  to a d if-
9fer en t lo ca liz in g  of the v a r io u s le v e ls  of that r ea lity . " H aw thorne, in
-•
connection  with h is  ch o ice  of setting  for  The M arble Faun sa id  Ita ly  a f ­
forded  "a so rt of p oetic  or fa ir y  p rec in ct, w here a c tu a litie s  would not 
be so te r r ib ly  in s is te d  upon as they a r e , and m u st n eed s be in A m erica  . 
. . R om ance and p oetry , ivy , l ic h e n s , and w a ll- f lo w e r s , need  ruin  
to m ake them  grow"(VI, 15). In R om e, "the land of art, " Hawthorne 
found a read y-m ad e settin g  for h is  n ovel.
In an e x c e lle n t  a r tic le  on The M arble F aun, G ary S crim geou r  
sa y s  that in  Ita ly  H awthorne could u se  art o b jec ts , w hich, becau se  of 
th e ir  connections and connotations, a lrea d y  had an aura of both the  
actual and the rom an tic . T hey e x isted  both in  the actual wo rid ,and in  
the fa iry lan d  of w hich H awthorne spoke. It would have been n)ore d if ­
f ic u l t  to  in v est ob jects  "that w ere  s to lid ly  actual" w ith  th ese  "connota­
tio n s . " The th ings he ch o se  in Ita ly  w ere  "the m o st conventional, " 
and the m o st w id ely  d is c u s se d . S in ce the con cep ts of art and con cep ts  
of m o ra lity  are c lo s e ly  wedded to each  oth er, and the m eanings r e ly  on 
the art ob jects w hich a re  in Ita ly , S cr im geou r  con clud es that H aw ­
th o rn e's  ch oice of art o b jec ts , although banal fro m  the view point of
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art, are excep tion a lly  f it  for com m unication  w ith the read er .
M oreover, if  we accep t the con flict of Old and N ew  W orlds a s  
one of the th em es of the w ork, it  b eco m es apparent that the freed om  of 
m ovem en t in  R om e is  what m a k es p o ss ib le  what goes on. It a llow s  
D on atello , a noblem an, to  a s so c ia te  w ith a group of a r t is t s .  M iriam  
can go to few  p la ces  other than R om e w here she can hide h er  past l i f e .  
Kenyon rem ark s "the papal d esp o tism  a llow s u s fr e e r  breath than our 
native a ir ."  T his sp atia l d istan ce  is  quite n e c e s s a r y  for both the plot 
and the them e of The M arble F aun, "for one of the th em es handled at 
length  i s  a con flict w hich in v o lv es , on the one hand, A m e r ica , P r o te s ­
ta n tism , youth, in n ocence, and p ragm atism , and, on the other hand, 
Ita ly , C a th o lic ism , age, s in , and a e sth e tic ism . " S cr im geou r has thus 
answ ered  the objection s of J a m es and M atth iessen  concern in g  H aw ­
th orn e's  choice of lo c a le  in The M arble Faun by stating that not only is  
the setting  right but fu rth erm ore ab so lu tely  n e c e s s a r y  to H aw thorne's  
rom an ce. T h ese  "backdrops of scen ery"  are ju st the stren gth  of the  
w ork. "Instead of la b o r io u sly  crea tin g  h is  F a e r y  Land, at la s t  he 
found it w aiting for  h im .
Another of H aw thorne's w o rk s, th is  tim e a sh ort s to ry , 
"R appiccin i's D au gh ter ,"  has an Ita lian  settin g . R ap p accin i's  garden, 
c a lled  the "Eden of the p resen t w orld , " is  a sp a tia lly -d ista n ced  w orld  
w ithin  the ta le  it s e lf .  It is  a kind of m ic r o co sm , ru led  by the m an who 
c a r e s  in fin itely  m o re  for sc ie n c e  than fo r  m ankind. G iovanni can sa fe ly
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v iew  it  fro m  h is  window, enjoying the unusual beauty of the flo w ers  and 
B e a tr ic e , but he is  poisoned when he en ter s  it . B y liken ing it to E den, 
H awthorne is  able to com m ent im p lic it ly  on the fa llen  sta te  of th ings 
in  the p resen t w orld . G iovanni's attem pt to purge B ea tr ice  of the p o ison  
w hich  p erm ea tes  her i s  a kind of iron ic  r e v e r sa l of the s to r y  of the fa ll  
of m an. H ere the m an e n tic e s  the w om an to partake of the antidote w hich  
w ill rem ove what t ie s  h er  to the earth ly . G iovanni, like A y lm er , cannot 
a ccep t the flaw . B ea tr ice  a c c u se s  G iovanni of having m ore  poison  
w ithin than she b eca u se , although she is  the cen ter  of a poisoned  w orld , 
and is  h e r se lf  p o ison ou s, B ea tr ice  sa y s  she is  sp ir itu a lly  G od's crea tu re .
Spatial d istan ce  is  a lso  m aintained  in The B lith edale  R om ance  
w here H awthorne sa y s  he wanted to " esta b lish  a th ea tre , a lit t le  r e ­
m oved  from  the highw ay of ord inary tr a v e l, w here the crea tu res  of h is  
b ra in  m ay play th e ir  p h an tasm agorica l a n tics , without exp osin g  th em  to 
too c lo se  a com p arison  w ith actual even ts of rea l liv e s"  (V, 21). By  
the u se  of d ista n ce , he hoped to avoid having the work taken as a d irec t  
p a r a lle l to even ts at B rook F a rm . M ore sign ifican t, h ow ever, is  the 
f  act d isc u sse d  above that B lith ed a le 's  d ista n ce  is  c lo se ly  a sso c ia te d  
w ith  the them e of the w ork.
A r tis t ic  d istan ce  m ay be gained too by the u se  of cer ta in  e f ­
f e c t s .  Hawthorne em p loys lig h t and shadow at var iou s t im e s  to give  
th ings an ex traord in ary  app earance. In "My K insm an, M ajor M oli-  
neux" m uch is  m ade of the m oonlight. Robin has le f t  hom e to see k  h is
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kin sm an , who he thinks w ill help  h im  get started  in the w orld . He is
confu sed  and bew ild ered  by a ll the even ts w hich occu r in the shadows
and h a lf- lig h ts  of the even ing. The m oonlight quite aptly  sy m b o lizes
the d im n ess  of h is  p ercep tion s during th is  period  w hile  he is  p assin g
through a kind of in itia tion  ex p er ien ce . F og le  com m ents:
The m oon . . . is o la te s  and d is ta n ce s , it  is  
the a tm osp h ere , lik e  the c a st le  of a Gothic 
rom ance or P o e 's  'L ige ia , ' it i s  a lum inous  
am biguity; but in  it is  the v e r ity  o f buried  
c o n sc io u sn e ss . It functions, too, . . .  to 
a lien ate  Robin as a n e c e s s a r y  part of h is  
tran sform ation  and developm ent. In order  
that he m ay  see  c le a r ly  what and w here he is ,  
he m u st f ir s t  be drawn apart fro m  h is  su r ­
roundings.
The lig h t provided by the m oon is  lik e  that w hich co m es through the w in ­
dows of "The H all of F an tasy , " the "light of heaven , " w hich provides a 
v is io n a r y  atm osp h ere .
Hawthorne e x p r essed  h is  own v iew  tow ard the value of d istan ce  
in  "Sights F ro m  a S teep le , " w here he sa y s  "to d isc e r n  the rea l in ­
te n s ity  of the s to rm , we m u st fix  upon som e d istan t ob ject, - -  as yonder  
sp ir e , - -  and o b serv e  how the r io tou s gust figh ts w ith the descend ing  
snow  throughout the in terven in g space" (I, 387). H is "distant object"  
m a y  be thought of a s  the m o ra l m eaning of a w ork of a r t. He k eep s h is  
ey e  fixed  on that w hile  he d e sc r ib e s  the in tervening ch a o s. H aw thorne's  
goal to  d isco v er  the u n iv er sa l beneath the p articu lar  is  reached  by h is  
u se  of p sy ch ic  d is ta n ce , w hich m ean s not being c o n cre te ly  in volved . F o r  
exam p le , one m igh t enjoy a fog at sea  if  he ex p e r ie n c e s  it  v ic a r io u s ly .
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and d oes not have to  w orry  about a p o ss ib le  c o llis io n  and lo s s  o f l i f e .  
A ccord in g  to M atth iessen , "the id ea l that Hawthorne wanted to p roject  
in  art w as 'the rea l'; not actu a lity  tran sform ed  into an im p o ss ib le  p e r ­
fec tio n , but actu a lity  d isengaged  from  appearance. " Hawthorne did not 
d is to r t u sab le  truth, but b e lieved  that art could r a ise  the m a ter ia l to a 
le v e l  of contem plation , freed  from  accid en ts and ir r e le v a n c ie s . The 
A r isto te lia n  doctrine of how art d isc o v e r s  the u n iv ersa l beneath the 
p articu lar  app lies here:
It p a s se s  beyond the bare r ea lity  given  by nature, 
and e x p r e s s e s  a purified  form  of r ea lity  d is ­
engaged from  accid en t, and freed  from  conditions  
which thwart it s  developm ent. The r ea l and 
ideal from  th is point of v iew  are not o p p o sites , 
as th ey  are  so m etim es  con ceived  to be. The 
ideal is  the r e a l, but r id  of con trad iction s, u n ­
fold ing it s e lf  according to the law s of its  own 
being, apart fro m  a lien  in flu ences and the d i s ­
turbances of chance.
T hus, as S crim geou r a s s e r t s ,  H aw thorne's w orks a ll s e e m  to stru gg le
"out of the con fin es of the tim e  in w hich th ey  are happening into a plane
13
w here th ey  are the re-en a ctm en t of an e tern a lly  recu rr in g  event. "
If we co n sid er  the F a ll of Man that one recu rr in g  even t, we can  
see  that th is is  what Hawthorne is  talk ing about in the four m ajor n o v e ls , 
in  addition to sev e r a l short s to r ie s . A s a r t is t , he stands a s id e , lik e  
H olgrave in The H ouse of the Seven  G ab les, taking p ic tu re s , or lik e  
C overd ale  in The B lith ed a le  R om an ce, en scon ced  in h is  "herm itage . . . 
in the v in e -e n c ir c le d  h ea rt of the ta ll pine! " v iew in g  the ch a ra cter s  who 
r e -e n a c t  that c ru c ia l even t in human h isto ry . In The M arble Faun,
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which is  concerned w ith the riddle of the so u l's  grow th, we see  D ona­
te llo  a s he b ecom es involved  with the w om an, M iriam , and thus w ith sin  
and guilt. Up to that point, he had liv ed  for  the p resen t, but the cr im e  
connects him  with the past, although it  is  a lso  the m ean s by w hich he is
able to a tta in  sp ir itu a l growth. D on atello  "d estroys the sp e c tre 's
14p r im eva l gloom  only at the p r ice  of h is  own A rcad ia . "
The ch a ra cters  are a sso c ia ted  w ith  a ll of t im e , not only b e ­
cause there s e e m s  to be a kind of chain reaction  involving the four of 
th em  with problem s that have alw ays confronted human b ein gs, but a lso  
b ecause of the background of Ita ly  w hich i s  a sso c ia ted  w ith a ll t im e .
The various ram b les which the ch a ra cter s  take se e m  to be rather ca su a l, 
but they end up on p la ces  w hich som ehow  se e m  to be ex a ctly  right. "Each
ram ble . . . p la ces  the even ts in th eir  proper p ersp ec tiv e  a s  part of the
15
m arble of t im e , and m ak es u s see  th em  a s  u n iv ersa l and e tern a l . . . "  
But Hawthorne p r e se n ts  the riddle o f the sf'u l's  grow th in  a rather m y s ­
ter iou s way. T hings are not co m p le te ly  explained . R ather than a p o lo ­
g izing  for th is , Hawthorne tak es the p o sitio n  that one should not in s is t  
upon looking too c lo s e ly  at the w rong sid e  of the ta p estry . The a r tis t  
has shown what he w ish e s , and life  is  too com plex  to exp la in  everyth ing  
anyway.
The S ca r le t L etter  too , w hich s e e m s  to take p lace apart fro m  
tim e, is  a d isco u rse  on the ev er la stin g  problem  of the e ffe c ts  o f sin  
and guilt on m en . A s F e id e lso n  h as sta ted , the d is c o v e r ie s  in the
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C ustom  H ouse s ig n a lize  "not a re trea t into the p ast but a penetration  
into p e r s is te n t  m eaning. Hawthorne here has ach ieved  the u tm ost  
d e c re a se  of d ista n ce  without its  d isapp earance in that one is  able to  
v iew  what happens in th is  work as a prob lem  w ith u n iv ersa l s ig n ifica n ce . 
It is  p o ss ib le  to becom e p erso n a lly  involved , but the w ork is  so  d i s ­
tanced  that th ere  is  lit t le  danger of identifying with it  so co m p lete ly  
that the read er  b ecom es lo s t  in a m aze of p erson a l p rob lem s.
H awthorne has ach ieved  M e lv ille 's  h igh expectation  of fic tion  
as e x p r essed  in The C onfidence M an. "It should p resen t another w orld , 
and y e t one to w hich we fe e l the t ie . " So it  is  in The B lith ed a le  R om an ce , 
a w orld  se t a s id e , peopled w ith th ose  who w ish  to p er fect e x is te n c e  to  
som e d egree  or at le a s t  to  s im p lify  it, but a w orld  in w hich a ll the human  
fa ilin g s  w hich are part of the fa llen  sta te  of things reappear to thwart 
the h igh  a im s of the exp erim en t. F or  H awthorne, the B rook F a rm  e x ­
p er ien ce  serv ed  both as daydream  and fa c t, and thus o ffered  an " a v a il­
able foothold betw een fic tio n  and r ea l ity . "
The H ouse of the Seven G ab les, too , w ith its  in c lu sion  of a 
la r g e  portion of the p ast, and its  em p h asis  upon the strong bearing of 
the p a st on the p resen t, su g g ests  a r ev e r s io n  to the idea of the O riginal 
Sin . The F a ll took p lace w ay back in  t im e , but its  influence l iv e s  on 
and of co u rse  w ü l not die even  as the e v il  w hich is  part of the Fyncheon  
lin e  m ay  not com p lete ly  d isapp ear w ith the death of Ja ffrey  Fyncheon. 
N ote how H o lg ra v e 's attitude tow ard the w hole m atter  d e sc r ib e s
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H aw thorne's own as a r t is t . D is c u ss in g  H epzibah and C lifford  w ith P h oeb e, 
H olgrave sa y s  he is  rather in d ifferen t tow ard them . R ather than w ant­
ing e ith er  to  help  or to hinder th em , he m e r e ly  w ants "to look  on, to  
a n alyze , to exp la in  m a tter s  . . . and to com pi'ehend the dram a w hich, 
fo r  a lm o st two hundred y e a r s , h as been dragging its  s low  len gth  over  
the ground w here you and I now tread . " F u rth er , he sa y s  " if p erm itted  
to  w itn ess  the c lo s e , I doubt not to d er iv e  a m o ra l sa tis fa c tio n  fro m  it, 
go m a tters  how th ey  m ay. " Phoebe ob jects  to H o lg ra v e 's  attitude b e ­
ca u se  he ta lk s a s  if  "the old house w ere  a th ea tre , " and, she say s
You se e m  to look  at H epzibah 's and C lifford 's  
m isfo r tu n es , and th ose  o f gen eration s b efore  
them , a s  a traged y , such  as I have seen  acted  
in the h a ll of a country h o te l, only the p resen t  
one app ears to be p layed e x c lu s iv e ly  for your 
am u sem en t. I do not lik e  th is . The p lay c o s ts  
the p er fo rm ers  too m uch, and the audience is  
too co ld -h ea rted  (III, 259).
P erh ap s th is  i s  tru e . H o lg ra v e 's  cam era  se e m s  to be a lm o st
sym b olic  of the w ay ex tern a l rleality is  im p rison ed  in art, and of the
w ay human b ein gs can be exp lo ited  by the a r t is t  for p u rp oses of a r t is t ic
e ffe c t . But, a s  B ie r  s ta te s , although the a r t is t ic  m ind th e o r e tic a lly  is
draw n up fro m  the actual or  m undane tow ard the w holly  im agin ary , it
stop s halfw ay. In p ra c tica l te r m s , the com m onplace is  s e t  off at a
17p sy ch o lo g ica l d istan ce  fr o m  the a r t is t  and the p ercip ien t. It is  part 
o f H aw thorne's s u c c e s s  a s  an a r t is t  that he is  able to ach ieve  th is  d i s ­
ta n ce . The e ffe c t  is  that he p r e se n ts  p r im a r ily  what is  broad ly  r e p r e ­
sen ta tiv e , w ithout becom ing so p e r so n a lly  involved  that he lo s e s
72
u n iv er sa lity  by concentrating on the p articu lar . W hat happens is  a c ­
tu a lly  th is  • -  Hawthorne g e ts  u n iv ersa lity  of situation  by d istan ce  and 
d ista n ce  by u n iv ersa lity  of situation .
He th erefo re  o v erco m es the prob lem , com m ented  on so  often  
by so  m any, of the ab sen ce of so c ia l d im en sion  in  A m er ica . T ocq u e-  
v U le 's  p red iction , that b ecau se  of th is  la ck  in sp ira tio n  w ill be drawn  
fro m  the m o re  u n iv ersa l a ttrib u tes of hum anity and fro m  m an's r e la ­
tion  to the co sm o s  rather than to the so c ia l h iera rch y , co m es tru e . 
A ccord in g  to W aggoner, the b est of H aw thorne's ta le s  e x is t  in an area
bounded by a lleg o ry  and h is to r y , archetype and myth; the grea ter  on es
18have both h is to r ic ity  and u n iv ersa lity . T h is is  p o ss ib le  b eca u se , d esp ite
19s o c ia l d im en sion , "man rem a in s , and the poet n eed s no m o re . " The 
a r t is t 's  ch ief them e m ay be "man h im se lf taken a loof fro m  h is  country  
and h is  age and standing in the p resen ce  of N ature and of God, w ith h is  
p a ss io n s , h is  doubts, h is  ra re  p r o sp e r it ie s  and in con ceivab le  
w retch ed n ess  . . .
In "Our Old H om e, " Hawthorne sa y s  " sub lim e and beautiful 
fa c ts  are b e s t  understood w hen e th erea lized  by d is ta n ce . " He w as able  
to  gain  th is  d istan ce  when it  w as p o ss ib le  for  h im  to have an e v e n tle ss  
e x te r io r  l i f e ,  so that he could concen trate fu lly  on that inner l if e  w hich  
w as to h im  m ore r ea l. D ista n ce  provid es the p ersp ec tiv e  n e c e s s a r y  so 
that som e kind of pattern or d esig n  can em e rg e . H awthorne ach ieved  
in  h is  work som ething lik e  h is  d escr ip tio n  in  the F ren ch  and Ita lian
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N o te-B o o k s of the m ountains in G eneva, w hich think they have nothing  
to do w ith each  other, yet when v iew ed  fro m  a d istan ce  are  p ortion s of 
"one grand and beautiful id e a ."  T h ese  m ountains sy m b o lize  the truth  
w hich cannot be judged within m an 's  p artia l scope o f v is io n , sa y s  
H aw thorne, "of the re la tion s which we bear to our fe llo w  crea tu res  and 
hum an c ircu m sta n ces . " Through the u se  of d istan ce , he w as able to 
show  th ese  re la tio n s , a subject of t im e le s s  rather than m e r e ly  co n ­
tem p o ra ry  in ter e st .
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In addition to the u s e s  of d istan ce p rev io u s ly  m entioned  is  
H aw thorne's in te r e st  in m yth ology , another m ea n s by w hich he can  
p resen t u n iv ersa l tru th s. B y  ca llin g  to m ind the v a r io u s m yths of the 
p ast which c o lle c t iv e ly  rep resen ted  the m o ra l w isd om  of g en era tio n s, 
rela tin g  th eir  m ean in gs to p rob lem s of the a r t is t  and of the individual 
in the n ineteenth  cen tury w hich in terested  h im , and se le c tin g  p rob lem s  
w hich had u n iv ersa l app lication , Hawthorne m anaged to  t ie  togeth er  
p a st, p resen t, and fu ture. The m o ra l and eth ica l p rob lem s w hich w ere  
cru cia l fo r  the a r t is t  and the individual then are the ones w hich rem ain  
s ign ifican t today.
T h ere a re  m any d ifferen t con cep ts of m yth. F o r  our p u rp o ses , 
a s R ichard  C hase has sta ted , m yth  m ay be thought of as " litera tu re  
functioning in a sp ec ia l w ay, ach iev in g  sp e c ia l m od es of e x p r ess io n , 
or, according to R .R . M ale in an unpublished m an u scrip t, as an " ex ­
tended im age or sym bol w hich o rg a n izes  and in terp re ts  the chaotic  
fra gm en ts of ex p er ien ce . " It m a y  tend tow ard fa lseh ood  in  the sen se  
that it is  not v er if ia b le  by s c ie n t if ic  or h is to r ic a l m eth od s, but it  i s  a
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m ean s by w hich enduring and e s s e n t ia l truths m ay  be e x p r e sse d . D e a l­
ing w ith the c o m p le x itie s  o f the human condition other than by s u g g e s ­
tion  and sy m b o lism  would be v ery  d ifficu lt if  not im p o ss ib le , and m yth  
h elp s to m ake cer ta in  truths a c c e ss ib le  as w e ll a s  to reco rd  u n iv er sa l  
ex p er ien ce .
Lacking the w ide range of exp erien ce  fro m  w hich  M elv ille  
drew  h is  m a te r ia ls , H awthorne r e lied  on h is  broad reading background, 
w hich included a v a r ie ty  of c rea tiv e  litera tu re  a s w e ll as m uch New  
England h isto ry . T h is background would provide h im  with two g en era l  
d irectio n s concern in g m yth, one involving h is  own m yth of New England, 
w hich includes so m e fa ir y  ta le s , part fa c t and part legen d , and the other  
h is  crea tiv e  adaptations of the pagan m yth s. In the f ir s t ,  Hawthorne 
con cen trates on "p icturesque sk etch es  of the t im e s ,"  adm itting in  co n ­
n ection  with the ta le s  for you n gsters that he f i l ls  in  the outline of 
h is to r y  with im agin ative  d e ta ils , a n e c e s s ity  if  he is  to "m ake a l iv e ly  
and entertain ing n arra tive  for  ch ild ren  w ith such u n m alleab le  m a ter ia l  
as is  p resen ted  by the som b re , stern  and rig id  c h a r a c te r is t ic s  o f the 
P u ritan s and th eir  descend ants"  (IV, 430).
L egend ary New E ngland h is to ry  appears in m any of the s to r ie s  
including "The G ray C ham pion, " "The M aypole of M erry  Mount, " "The 
G entle Boy, " L egend s of the P rov in ce  H o u se , "Endicott and the Red  
C r o s s ,"  "Young Goodm an B row n ,"  and o th ers . M ore im portant, h ow ­
e v e r , is  the r ea lm  of pagan m ythology, the area  w here H aw thorne found
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h is  p oetic  or fa iry  p recin ct, the shadow, antiquity, m y s te r y  and p ic ­
tu resq u en ess  required  for  the rom an ce , but lack in g  in  the contem p orary  
A m erica n  scen e . The u se  of th ese  m a te r ia ls  enabled  h im  to  ach ieve  
in s ig h ts  unreachable in h is to r ic a l w riting .
H is beginnings in the u se  of m yth are found in h is  ch ild ren s' 
book s, A W onder Book and T angle wood T a le s . A le t te r  w r itten  to Jam es  
T. F ie ld s  on M ay 23, 1851 regarding A W onder Book c le a r ly  in d ica tes  
that Hawthorne intended h is  m yths to be adaptations ra th er  than r e p e t i­
tio n s . C onvinced that the s to r ie s  w ould be popular w ith ch ild ren , H aw ­
thorne further m eant th em  to be p rofitab le , and so w as d eterm in ed  to  
purge h is c la s s ic a l  m yths reto ld  of the old "heathen w ick ed n ess"  and 
in s e r t  a "m oral w h erever  p ra c tica b le ."  In the p reface  to A W onder B ook  
he e sta b lish ed  what v o u ld  be h is  perm anent attitude tow ard the u se  of 
leg en d , fab le or m yth. "No epoch of t im e , " he sa id , "can c la im  a cop y ­
righ t in th ese  im m orta l fa b le s . T hey  s e e m  n ev er  to have been  made; 
and certa in ly , so  long  as m an e x is t s ,  th ey  can n ev er  p er ish , but, by 
th e ir  in d estru ctib ility  it s e lf ,  they  are leg itim a te  su b jects  fo r  e v e r y  age 
to c lo th e w ith its  own garniture of m an n ers and sen tim en t, and to im bue 
w ith it s  own m orality"  (IV, 13). F u rth er , in  the in trod uction  to  T a n g le - 
wood T a le s , Hawthorne a s s e r t s  that "the inner l i f e  of the leg en d s cannot 
be com e at save by m aking them  e n tir e ly  on e's  own p ro p er ty ."  W hether
u sed  in the ch ild ren s' books or a s a shaping in fluence in h is  other fic tio n ,
2
Hawthorne has in jected  h is  own e th ica l p r in c ip les  into the pagan m yth s.
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F our m yths w hich rep eated ly  appear and w hich  se e m  to  tie  in  
m o st c lo s e ly  w ith H aw thorne's u se  of d istan ce  to gain u n iv er sa lity  are  
the follow ing: N a r c is s u s , F a u st, P ygm alion , and A dam  and E v e . T ak ­
ing som e a sp ect of the or ig in a l ta le  a s  a point of d ep artu re , Hawthorne 
indeed re c lo th es  each  one not only w ith the so c ia l and m o ra l garm ents  
of the age but a lso  w ith  the cloak  of u n iv ersa lity , so  that the truths  
w hich em erg e  are t im e le s s ,  m eaningful even  to the p resen t day.
E g o tis t ic a l N a r c is s u s , lo v in g ly  drinking in the im age of h is  own 
fa c e , p rovides H aw thorne w ith the m ir r o r  of in tro sp ectio n . Through  
th is  m etap hor, he m a y  p resen t m en confronted w ith that inner sp h ere , 
the d eep er nature or  un con sciou s being they so se ld om  o b serv e . S ince  
in sig h t is  part of m o ra l resp o n sib ility , th is ex p er ien ce , although t r e ­
m en d ou sly  frighten ing  and perhaps d em ora liz in g , should not be avoided, 
but rath er a c tiv e ly  sought for  the m ora l growth w hich m ay  en su e.
G etting beneath th is  e x te r io r  a lso  su g g ests  a r t is t ic  observation; thus the 
im age is  add ition ally  u se fu l for ind icating one stage of the c rea tiv e  
p r o c e s s .
A nother stage of the a r tis t ic  p r o c e s s  i s  su g g ested  by the P y g ­
m alion  Myth. In the G reek  v ers io n , P y g m alion 's  lo v e  for  G alatea is  
what m o v es  the g o d d ess V enus to bestow  the g ift o f l i f e  upon the sta tue. 
Through lo v e  of h is  w ork, com bined w ith a r tis t ic  c ra ft, the a r tis t  
c r e a te s  a liv in g  th ing. A ctually , in accord an ce w ith  H aw thorne's b e lie f  
in the organ ic th eory , it  i s  probably m ore c o r r e c t  to say  that the a r t is t
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allow s life  to em erg e  or h e lp s  it em e rg e . At any ra te , the idea c o n tr i­
buted by the P ygm alion  M yth is  the en liven ing of som eth in g. S in ce  
Hawthorne d oes not a llow  h im se lf  to be bound by any one u se , h ow ever, 
the P ygm alion  Myth is  in  som e in sta n ces  rev ersed ; that i s ,  som e liv in g  
thing d ie s . T his m igh t happen through fau lt in the individual concerned  
or through want of ab ility  on the part of the a r tis t .
The Adam  and E v e  M yth se r v e s  as a v e h ic le  through w hich  
H awthorne p resen ts  h is  "theology, " a rather unusual one for the n in e ­
teenth  century. To h im , the F a ll is  fa llin g  in love; only through th is
kind of passion ate  com m itm en t are  human beings able to lead  fru itfu l 
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liv e s .  It in v o lv es  sin  and su ffer in g , w hich he b e liev ed  to be u n r e ­
m ovab le threads in  any m eaningful d esign  in the ta p estry  of e x is te n c e .
T his union of man and wom an com bin es the q u a litie s  of head and h eart, 
a n e c e s s a r y  join ing of o p p o sites  if  anything is  to be produced. If the 
op p o sites  are seen  as f le sh  and sp ir it , th is  m yth m ay a lso  ser v e  as a 
m etaphor for a r tis t ic  crea tio n  w hereby th ese  two are fu sed  in the w ork  
i t s e lf .
In h is  adaptation of the F a u st M yth, H awthorne show s how an 
unw itting pact w ith the d ev il m ay  com e about through allow ing a v is io n  
of e v il  to engulf o n e 's  l i f e ,  to the ex c lu sio n  of recogn iz in g  the good. In 
addition, dam nation m ay  r e su lt  fro m  an un con tro lled  sea rch  for knowledge 
beyond the bounds se t  for hum an m in d s. F in a lly , the a r t is t  m ay  v io la te  
the boundaries by p en etrative  ob servation  for its  own sak e.
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Throughout the fo llow ing d isc u ss io n , w hatever m yth H awthorne  
ch o o ses  to adapt, and how ever he m anipulates it , it  m u st be rem em b ered  
that h is  goal is  to p resen t u n iv er sa lly  s ig n ifica n t m eaning, to em p h asize  
the idea rather than its  m a ter ia l v e h ic le , that m a ter ia l v e h ic le  being  
the w ritten  page of the lite r a r y  rom an ce , and the m yths u sed . In other  
w ord s, he is  not in tere sted  m e r e ly  in showing how th ese  m yths can be 
applied to  other situ ation s w ith w hich he is  p a r ticu la r ly  con cern ed , but 
rather alw ays intent upon em p h asiz in g  som e e lem en t of human ex p erien ce  
w hich is  not lim ited  to any tim e or p la ce . W ith th is u p p erm ost in m ind, 
we m ay now concern  o u r se lv e s  w ith the m yth of N a r c is su s .
T his m yth, of co u rse , is  u su a lly  a sso c ia te d  w ith r e f lec to r  
im a g e s  lik e  m ir r o r s , ponds, arm or, e y e s , and p o r tra its , s in ce  N a r ­
c is s u s  gazed into the pond and f e l l  in lo v e  w ith h is  own im a g e . But it  
i s  not n e c e s s a r ily  alw ays u sed  by Hawthorne as  a figu re  for  s e lf  lo v e ,  
although th is  is im p lied  at t im e s . N a r c is su s  ' beautifu l outward im age , 
w hich he grew  to lo v e  fr u it le s s ly , was a fa ls e  cov er in g  for a dw arfed  
and w ith ered  inner sou l, d estro y ed  b ecau se  of h is  r e fu sa l o f lo v e . It 
w as th is  inner being, the sp ir it  or e s se n c e  of a man.'.s being w hich in ­
te r e s te d  H aw thorne, and th is i s  what m o st  often  appears in h is  m ir r o r s .  
M an's m o ra l condition as it is  re la ted  to p ast, p re sen t, and fu ture, 
w as what Hawthorne tr ied  to p ortray.
S ince the ch ie f purpose of lite r a tu r e , in  h is  opinion, i s  to  
convey sp ir itu a l truth, "the true a r tis t  m u st look  beneath the e x te r io r .
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It i s  h is  gift - -  h is  p rou d est, but often a m elan ch o ly  one - - t o  se e  the 
in m ost sou l, and, by a power indefinable even  to h im se lf , to  m ake it  
glow  or darken upon the can vas, in g lan ces that e x p r e ss  the thought and 
sen tim en t of y ears"  (I, 202). D epending upon h is  o r ig in a lity , w hich  H aw ­
thorne d e scr ib e s  a s  "an innate p ercep tion  and re f lec tio n  of truth, " the 
a r t is t  "paints not m e r e ly  a m an 's  fea tu res , but h is  m ind and h ea rt. "
In "The Haunted M ind, " Hawthorne lik en s  the im agination  to  
a m ir r o r , w hich M a tth iessen  sa y s  does not r e f le c t  nature but rather  
p ro jects  p ic tu res  fro m  the haunted m ind. The m ir r o r  of H aw thorne's  
im agination  then is  not m im e tic , nor is  it  tran sp aren t, "yield ing in sigh ts  
into the m ind and h ea r t of the poet h im se lf , " but is  rather h is  m ean s of 
join ing p ast, p resen t and future through h is  a r t is t ic  im agination , u sin g  
a sym bol lik e  the m ir r o r  to  denote a ll th ree . A s p a st, th is  im a g ery  is  
con n ective , jo in s p a st w ith  p resen t by bringing up the m em o ry  of a 
by-gone day and, lik e  "Edward Randolph's Portrait,"" o ften tim es w arns  
the p resen t generation  aga in st m aking fa ta l m is ta k e s . The p resen t  
p ic tu res  are at t im es  r e f le c t iv e , m irro r in g  the im m ed iate  surroundin gs, 
although so m etim es  w ith  d istortion ; and secon d , in c is iv e , b eca u se  th ey  
r e f le c t  what is  underneath the ex ter io r , u su a lly  the sp ir itu a l cond itions  
o f m en . The future im a g e s  are proph etic, hinting at even ts that are  
to  com e.
Join ing p a st and p resen t is  the " large dim  looking g la ss"  sa id  
to contain a ll the sh ap es ev er  re flec ted  th ere  in a ll th e ir  d ifferen t ages
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and a sp e c ts  in The H ouse of the Seven  G ab les. E ven  th ere , the cu rse  
hangs heavy  upon the P yn ch eon s, for  the M aules are  able to  conjure up  
in  it p ic tu res  of the Pyncheons re -en a ctin g  th eir  m o s t  sin fu l and u n -  
happy m om en ts. A s rum or had it, the gh osts of dead P yn cheon s o ften ­
t im e s  ca m e  out of the d im  m irro r  and m ingled  w ith the shadow s of the 
h o u se , the sym bols of th eir  m o ra l d egen eracy . In fa c t, on the night of 
J e ffr e y 's  death, the C olonel cam e through the m ag ic  m ir r o r , "a thing  
of no su b sta n ce ,"  only shadow r e a lly , com m itting h is  old c r im e , but now  
w ith the w ave of an in effectu a l hand. Ineffectual b ecau se  apparently  
J.affrey  i s  the la s t  Pyncheon to a c tiv e ly  prolong the fa m ily 's  e v il  tr a d i­
tion . The m ir r o r , w hich rep re sen ts  the p ast in the h o u se , w hich r e ­
p r e se n ts  the past in the w orld , is  an im age of H aw thorne's im agination  
then , s e t  in  the past, capable of com m enting on the p a st, but a lso  capable  
of extending the fin g ers  of the p a st into the p resen t w here they m ay  ic ily  
c lu tch  the l iv e s  of the rem ain in g  P yn ch eon s. T hus, H awthorne show s the  
strong hold of ancient and continued corruption , w hich i s ,  as he s ta te s  it, 
the m o r a l of the novel.
P a s t  and p resen t are again  shown to be in ex tr ica b ly  in terw oven  
in The S c a r le t  L e tte r . T here i s  the su ggestion  that the s tr ea m  into w hich  
l i t t le  P e a r l g a zes  knows som e m ournful, u n in te llig ib le  s e c r e ts  fro m  the 
p a st w hich i t  w ill only d ivu lge to  th ose  who have s e c r e ts  of th e ir  own. 
Iro n ica lly , P e a r l h e r se lf  contain s a deep m y stery , w hich t ie s  her and 
th e s tr e a m  togeth er , for as it  re ta in s  in it s  turbid depths a p ictu re  of
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long ago when two lo v e r s  probably m et in  that fo r e s t  surrounding its  
banks, so  it  now r e f le c ts  P e a r l, the r e su lt  of th e ir  union, a com b in a­
tion of joy and so rro w , su ffer in g  and redem ption .
Unlike E m erso n , who b e liev ed  the new  A m erica n  m an w as an 
" en d less  seek er  w ith no p a st at h is  back, " H awthorne apparently  fe lt  
the p a st w as im bued in  a m an 's v e ry  life  b lood, im p o ss ib le  to rem ove. 
But the m ir r o r  of the im agination  a lso  r e f le c ts  p resen t s c e n e s , which  
o ffer  m eaningfu l com m en tary  on th ose involved  in  them . E nd icott's  
p olish ed  b rea stp la te  in "E ndicott and the Red C r o s s ,"  show s a scene  
w hich inc lu d es the m eetin g  hou se w ith a w o lf's  head n ailed  to i t s  porch, 
su ggestin g  the a n tith es is  betw een the P uritan  town and the w ild e r n e ss , 
the whipping p ost, p illo ry , s to c k s , punitive m ach in es of the iron  ru lers , 
the Wanton G o sp e lle r , wom an w ith a c le ft  stick  on her tongue, and the 
w ea rer  of the s c a r le t  le t te r , a ll rep resen ta tiv e  of the n a rro w n ess  of 
th is  w ay of l i f e  and the r ig id  con tro l e x e r c ise d  over  the inhabitants of 
the com m unity. S ign ifican tly , the b reastp la te  is  the cen ter  of E n d i­
cott, sym b olic  of h is  stern  r ig id ity , and a lso  the cen ter  of the surround­
ing sce n e , governed  by a cen tra l authority  ch a ra cter ized  by an 
in exorab le , u n reason ab le  h a rd n ess . R ela ted  to E n d ico tt's  arm or is  that 
of G overnor B ellin gh am , the convex su rface  of w hich en la rg es  H ester  
P ryn n e's  s c a r le t  le t te r  beyond a ll proportion , in d icative  of the Puritan  
attitude tow ard sin .
M ore in ter e st in g , though, than the m ir r o r 's  con n ection  of
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p a st w ith p resen t and its  r e f le c t io n s  of p resen t sce n e s  is  the inner being  
or sp ir it  w hich it u n co v e r s . H aw thorne's in te r e s t  in th is  inn er m an t ie s  
h im  both with the P u r ita n s , w hose em p h a sis  on in tro sp ectio n  i s  w e ll 
known, a ttested  to by th eir  m any d ia r ie s , and to the m od ern  co n cern  of 
p sych o logy  w ith the u n co n sc io u s . It s e e m s  gen era lly  agreed  that e v er y  
p erso n  has two w orld s in w hich  he l iv e s  - -  the inner su b jective  one and 
the outer w orld  of in terp lay  w ith  other human b e in g s. H aw thorne, who 
w as convinced that the f ir s t  w as the m ore rea l, liv ed  m uch in an inner  
w orld , seek in g and fin a lly  su cceed in g  in "opening an in terco u rse  w ith  
the w o r ld ,"  b ecau se he r e a liz e d  the dangers of e x c e s s iv e  contem plation . 
H is im age for that inn er r ea lm  is  often the m ir r o r .
In The H ouse of the S even  G a b les , he sa y s  that the "looking  
g la s s  . . .  is  alw ays a kind of window or doorw ay into the sp ir itu a l 
w o r ld ."  C lifford , looking in to  M au le's W ell, s e e s  a ltern a te ly  sunny and 
sm ilin g  fig u res  and the dark fa c e , the lo v e ly  sh ap es, sa y s  H aw thorne, 
sy m b olic  of C liffo rd 's  n ative ch a ra cter , and the dreadful ones sy m b olic  
of h is  fa te . H ere the w e ll show s not only the inner state of C lifford , 
but a lso  su g g ests  h is  con n ection  w ith the dark p a st, and s t i l l  la te r  w ill  
se e m  to proph esy  the fu tu re . U nlike C lifford , h ow ever, is  P hoebe who 
d o es not even  see  h er  own r e f le c t io n  in the w e ll, but is  struck  by the 
beauty of the co lo red  p eb b les . H er in ab ility  to s e e  the d a rk n ess  in d i­
c a te s  that the p a st has not in flu en ced  h er , that she has no tra g ic  
d im en sio n . P erh ap s she h a s averted  th is  d ark n ess b ecau se  th ere  is
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an e lem en t of non - Pynche on blood in h er .
At any ra te , her opposite  is  M iriam  in The M arble F au n , who 
h as sounded the depths and is  able to capture in her s e lf  p ortra it the 
d ark n ess w hich hangs over  her l if e . She has done such a good job that 
D onatello  rem a rk s, "the resem b la n ce  is  as l it t le  to  be m ista k en  as if  
you had bent over the sm ooth  su rface  of a fountain, and p o s s e s se d  the 
w itch craft to c a ll forth  the im age that you m ade th ere"  (VI, 66)! Y et, 
he w ants to ignore th is a sp ect of M iriam , p re ferr in g  that her  gra cio u s  
sm ile  shine forth  fro m  the p ortra it and enhance her h eaven ly  beauty. 
That d ark n ess w hich D onatello  d is lik e s  is  even tu ally  to  pervade h is  
en tire  being, changing h is  life  to such a d egree  that it  w ill take a c o m ­
p le te ly  d ifferen t d irectio n .
G iovanni G uasconti in "R appaccin i's D aughter" would a lso  lik e  
to  ignore the d ark n ess w hich  is  part of h is  loved  one. B e a tr ic e 's  u n ­
earth ly  lo v e lin e s s  is  sym b olized  by the purple shrub re flec ted  in  the  
w a ters  of the ruined fountain . The m arb le  fountain in  the garden with  
i t s  w aters gushing upward su g g ests  h er  pure sou l w ith  it s  red em ptive  
q u a litie s , the sh attered  b a se , h er  p h ysica l being, both of w hich  are  
m in gled  in the shrub. To have B e a tr ic e , G iovanni m u st take the c o m ­
bination. H is  own m o ra l state is  su ggested  when he a d m ires h im se lf  
in  h is  m ir r o r , w hich is  p a r a lle l sy m b o lica lly  to  the r e f lec tio n  of the 
shrub in  the fountain. T h is  act in d ica tes G iovanni's la ck  of in sigh t  
b eca u se , although he is  looking into the m ir r o r  w hich for H awthorne is
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"the window of the sp ir it , " he can go away p lea sed  w ith the v iew , e n ­
raptured by s e lf  lo v e . He has not seen  what B ea tr ice  la te r  does - -  
th at there is  m o re  p oison  in  h im  than in h er . A lthough she is  p h y s i­
c a lly  po ison ou s, it  is  s t i l l  p o ss ib le  that re flec ted  deep w ithin i s  an 
in fin ite  H eaven. H awthorne b e liev ed  that th is  w as p o ss ib le  even  in  a 
human b rea st w hich appeared le a s t  sp ir itu a l in  som e a sp e c ts .
By co n tra st, h ow ever, D im m esd a le , who outw ardly appears  
m o st sp ir itu a l, h id es  an in fin ite  H ell w ith in . H is is  a ca se  in point 
w ith re feren ce  to  H aw thorne's attitude that the inner life  or sp ir it m ay  
be m ore rea l than the objective l i f e ,  for the only thing w hich g iv es  
D im m esd a le  a r ea l e x is ten ce  on th is earth  is  the anguish  in h is  in m ost  
sou l. T his anguish could p o ss ib ly  be seen  in  the lo o k in g -g la ss  w ith the 
strong ligh t over it  into w hich D im m esd a le  p e e r s , seek in g  som e so r t  
of r e lie f  through fo rc in g  h im se lf  to  v iew  the b la ck n ess  of h is  own h ea rt. 
W alking in  a daze m o st of the tim e , D im m esd a le  su ffer s  continuously  
fo r  a sin  he could not bring h im se lf  to  c o n fe s s , at le a s t  to other m o r ta ls .  
The only r e lie f  he fe lt  before  h is  rev e la tio n  at the end w as when he m et  
H ester  in the fo r e s t , for  th is w as the only tim e  that he w as ev er  tru e , 
w ith the excep tion  of h is  m ir r o r -g a z in g  m om en ts. When he faced  the 
one who shared h is  gu ilt, a fter a ll, th ere  w as not r ea lly  m uch ch o ice . 
N or had H ester  been true e ith e r , for she did not reco g n ize  her guilt or 
w arn D im m esd a le  before  he had su ffered  irrep a ra b le  dam age. But, 
co n fe ss  it  or not, H e ster  did not esca p e  the sigh t of the gu ilt w hich
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p eered  at her in the form  of a fien d -lik e  face  in the sm a ll, b lack  
m ir r o r  of P e a r l's  e y e s . Nor did C hillingw orth  avoid see in g  h is  own 
sp ir itu a l condition, a rev e la tio n  w hich cam e a fter  he spoke to H e ster .
He w as sa id  to have lifted  h is  hands in h orror  a s if he had seen  a 
fr igh tfu l shape usurping h is  own im age in a g la s s . H aving becom e  
d iab o lized  through taking on the d ev il's  w ork, C hillingw orth ex p er ien ces  
one of th ose  m om en ts when Hawthorne sa y s a m an 's m o ra l a sp ect is  
rev ea led  to h is  m in d 's e y e . T hus, in  Hawthorne we see  the m ir r o r  of 
in tro sp ectio n  w hich for b etter  or fo r  w o rse , u su a lly  the la tter , g iv es  
people a v iew  of th eir  m o ra l s ta te s . The m irro r  , lik e  the a r tis t , can  
a lso  d e tec t the d iscrep a n cy  betw een appearance and rea lity .
F eath er  top, the w itch 's  crea tio n , proudly m arch es into town, 
sm oking h is  p ipe, p resu m in g to court P o lly  Gookin, daughter of a fine  
m an, only to be thwarted by h is  r e f lec tio n  in the m ir r o r , w hich even t 
i s  foresh adow ed  by the rea c tio n s  of the child  and the dog to the s c a r e ­
crow . D r. H eid eg g er's  m ir r o r , too , show s th ings as they r ea lly  a r e ­
as it  r e f le c ts  the r id icu lou s f ig u re s  of the old , gray, w ithered people  
dancing around b ecau se  th ey  s e e m  to have becom e young again after  
having drunk the m ag ic  e l ix ir .  If Ja ffrey  Pyncheon had looked into the 
old m ir r o r  in  the house of the sev en  ga b les , perhaps he would have seen  
re flec ted  th ere  a h a lf-d eca y ed  c o rp se , notw ithstanding the fact that a s  
an inhabitant of the outer w orld , the s tr e e t , he i s  accepted  on the b a s is  
of such  extern a l q u a litie s  a s d r e s s ,  b earin g , and sunny sm ile .
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In addition to it s  function  as the m ir r o r  of in tro sp ec tio n , th is  
im age i s  u sed  by H awthorne as  a m ea n s of foreshadow ing or proph esying  
the fu tu re . L eaning over  a basin , M iriam  in  The M arble Faun s e e s  
r e flec ted  th ere  th ree  sh a p es, b lack  as if  drowned to g e th er . T h ese  im a g es  
are M iria m , D on ate llo , and the e v il  m o d el, d escr ib ed  as the " sh a p e le ss  
m a s s , a s  in d istin c t a s  a prem onition  of ca la m ity ."  Of c o u r se , the  
scen e  is  p r e c is e ly  thait, a prem onition  of ca lam ity , fo r  a ll  th ree  are  
drowned togeth er  in the se n se  that th ere  is  no hap pin ess p o ss ib le  for  
M iriam  and D onatello  a fter  D on atello  has m u rd ered  the C apuchin, and 
the ca la m ity  p red icted  w ill involve the th ree  shadow s c a s t  in  the b asin . 
M au le 's  W ell, on the other hand, fo r e c a s ts  a m ore p leasan t fu tu re. 
F o r m e r ly  f il le d  w ith  v is io n s  of the p ast, at the end of the n o v e l, it 
"was throw ing up a su c c e ss io n  of k a le id o sco p ic  p ic tu re s , in w hich  a 
gifted  ey e  m ight have seen  foresh adow ed  the com ing fortu nes of H ep -  
zibah and Clifj^ord, the de scendant of the legendary w izard , and the  
v illa g e  m aid en , over  whom  he had thrown L o v e 's  web of so rcery "
(III, 377).
In h is  introduction  to the " M o sse s ,"  Hawthorne rem a rk s that 
"genius indeed m e lts  m any a g es  into o n e ,"  w ords w hich m a y  w e ll ser v e  
as a com m en tary  on h is  own w ork , for  he h as united p ast, p r e se n t , and 
fu ture in the u se  of th is  r e f le c to r  im a g ery  to  rep resen t a ll  th re e , in  
addition to  u sin g  a figu re  w hich is  m ean in gfu l to the m od ern  s e n s ib ility  
b ecau se  of its  reco g n itio n  of the inner l if e  or u n co n sc io u s. H aw thorne's
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em p h a sis  i s  a lw ays on the n e c e s s ity  of balance betw een  inner and 
outer. H aving both in s ig h t and outlook w ill  avoid such  s ta te s  a s p a r a ­
ly z e d  R oderick  E llis to n  in  "E gotism " who, a fter  look ing into a m ir r o r  
for  days w ith  h is  m outh open to se e  w hether he can get a g lim p se  of 
the snake down h is  th roat, adm its it  is  h is  " d isea sed  s e lf  contem plation"  
w hich "has engendered  and nou rished  the serp en t. "
The m ir r o r  o f H aw thorne's im agination  w as capable of ex ten d ­
ing i t s e lf  even  fu rth er  to include s t i l l  another m yth  - -  that of F a u st.
The cen tra l fa c t of the F a u st legen d  is ,  of c o u r se , the bargain  w ith  
the devil; in exchange for o n e 's  sou l, he w ill  provide any req u est, 
u su a lly  for  pow er, p le a su r e , r ic h e s , or k n ow led ge. E xcep t for a few , 
m o st of H aw thorne's F au stian  ch a ra cters  think they  are doing the right 
th ing, but th eir  d e s ir e  for  know ledge beyond the l im its  of human pow er  
often r e su lts  in  dabbling in m agic  and fin a lly  in an a lm o st u n con sciou s  
pact w ith a satan ic  agent, u n con sciou s b ecau se  we do not actu a lly  see  
th em  sign  th eir  n am es in blood in  the B lack  M an's book, and they  
u su a lly  do not rem em b er  such an incid en t. But it  suddenly o ccu rs  to  
them  that the p act has been  m ade ju st as su re ly  a s  if  it  had p h y sica lly  
taken p la ce . F o r  H aw thorne, the v o litio n  to e v il  i s  a su ffic ien t co n d i­
tion  of bondage, so  a fo rm a l con tract is  not n e c e s s a r y .
One w ay of m aking the a llia n ce  w ith  the d ev il i s  to becom e  
tra n sfix ed  by a v is io n  of e v il  w hich b linds one to  a ll good. H atred of 
e v il i s  not abhorrent to  God, but when it  b eco m es o b s e s s iv e , when the
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v ic tim  can no lon ger  see  sin , e v il ,  and im p erfectio n  in th e ir  true  
rela tio n  to e tern ity , then he is  going away fro m  h eaven . T h is r e su lts  
in  a so r t of m onom ania, being consum ed by one ruling p a ss io n . The 
d e s ir e  to a cco m p lish  som e g rea t s in g le  purpose m ay  iso la te  th ese  
people fro m  oth ers and d rive  th em  to d estru ction . Ethan Brand is  
absorbed  in  search in g  for the unpardonable s in , w hile P a rso n  H ooper 
in s is t s  on punishing s e c r e t  s in  by w earin g the black v e il .  Young G ood­
m an Brown l iv e s  in a perm anent g loom  after having b een  unable to 
a ccep t the duality of human ex p er ien ce , which con ta in s both good and 
ev il e lem en ts . R oderick  in " E g o tism ,"  having the snake w ith in  h im , 
s e e s  nothing but e v il in the b osom s of o th ers .
A nother way to com e under the b lack m an 's  pow er is  to seek  
knowledge beyond human bounds. H aw thorne's s c ie n t is t s ,  who se e m  to 
be m o st  gu ilty  in  th is  r e sp e c t, seek  to conquer nature, rem ovin g  th em ­
s e lv e s  fro m  h er la w s and operating on the b a s is  of th e ir  own. R e co g ­
n iz in g  no bou ndaries, they do m ore  harm  than good, lik e  A y lm er  and 
R app accin i. V io lation  of the human h eart m ay fo llo w  as  in  the c a s e s  of 
W esterv e lt and C hillingw orth as  they p a ss  over into the r ea lm  of God's 
p r e ro g a tiv e s , W esterv e lt  in connection  w ith ex ertin g  h is  w ill  over  
P r is c i l la ,  and C hillingw orth  in h is  delving into the s e c r e ts  o f D im m e s ­
dale ' s h ea r t. Hawthorne b e lieved  no m an had the r igh t to u n cover the 
in ter io r  of another m an 's h eart for  the m ere  purpose of studying it  or 
r ev ea lin g  its  s e c r e ts .
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In g en era l, then , th ese  F a u stian  ch a ra cter s  see m  to have c o m ­
m on c h a r a c te r is t ic s . F ir s t ,  the in te lle c t  trium phs over the heart, 
resu ltin g  in a m onom ania or a ll-co n su m in g  p a ss io n . T h is m onom ania  
ta k es  d ifferen t fo r m s . Ethan Brand sea r c h e s  for the unpardonable s in  
its e lf;  C hillingw orth  see k s  revenge; A y lm er  ex p e r ie n c e s  "the tyran ­
n iz in g  influence acquired  by one idea  over  h is  m ind. " R appaccini would  
s a c r if ic e  anything for  a sm a ll bit of know ledge. R oderick  E llis to n  
see k s  out the v i le s t  s in s  of h is  fe llo w s . And, H ollin gsw orth 's  " o v er ­
ru ling purpose" is  h is  v a s t  sch em e for  reform ation  of the w icked.
A nother s im ila r  tr a it  i s  p r id e . Zenobia a c c u se s  H ollin gsw orth  
of " all s e l f ."  He has n ev er  done anything u n se lf ish  in her estim ation . 
Ethan Brand is  ch a ra cter ized  by a "pride that d istin g u ish es  a ll en ­
th u s ia sts  of h is  sta m p ."  R o d erick 's  snake is  '"the sym bol of a m on ­
stro u s e g o tism  to  w hich everyth ing w as r e fer re d , and w hich he pam pered , 
night and day. " R app accin i is  proud of h is  exp erim en t w ith  B ea tr ice  and 
G iovanni. A y lm er speaks in "glowing language of the r e so u r c e s  of h is  
art. " The so u rce  of C hillingw orth 's reven ge in part is  h is  wounded p rid e .
T h is pride is o la te s  the sin n er  fro m  other human sym p ath ies.
He m ay  then look  at o th ers only fro m  th e standpoint of cold  a n a ly s is ,
that i s ,  v iew in g  oth er human b ein gs only a s  th ey  re la te  to h is  s e lf -
cen tered  in te r e s ts . H aw thorne's A m erica n  N o te-B ook s contain the
fo llow in g  p assage:
The Unpardonable Sin  m igh t c o n s is t  in a want 
of lo v e  and rev eren ce  for  the Hum an Soul; in
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conseq uence of w hich , the in v estig a to r  pried  
into it s  dark d ep th s, not w ith a hope or p u r­
pose of m aking it b e tter , but fro m  a cold  
p h ilosop h ica l c u r io s ity , - -  content that it  
should be w icked in w h atever kind or d e g r ee , 
and only d es ir in g  to study it  out. W ould not 
th is , in other w ord s, be the sep ara tion  of the 
in te lle c t  fro m  the h eart?  ^
A ccord in g  to H aw thorne, only a balanced  com bination  of the two can
r e su lt  in an in tegrated  hum an p erso n a lity .
To m ake a pact w ith the d ev il i s  to want to be lik e  God, a d e s ir e  
w hich can lea d  only to su ffer in g  a h e ll on earth . A Satanic r e p re sen ta ­
tiv e  d oes not lead  H aw thorne's c h a r a c ter s  off to the b o tto m less  pit; th ey  
c rea te  th e ir  own c ity  of d ark n ess and are  condem ned to  liv e  in it  until 
r e le a se d  by death.
The P ygm alion  Myth as H awthorne u s e s  it  su g g e sts  an organ ic  
approach to  art. A ccord in g to the organ ic  th eory , the w ork co m es to  
l if e  beneath the a r t is t 's  hand rather than being m e r e ly  p ieced  togeth er  
m ech a n ica lly  to f it  a p red eterm in ed  fo rm . It w as b e liev ed  that the fo rm  
w as innate, that it  would em erg e  if the a r t is t  w as capable o f a llow ing it  
to do so . A s Hawthorne d escr ib ed  it  in  h is  A m erica n  N o te-B o o k s, 
organ ic  developm ent i s  what we se e  in N atu re , w hich w orks fro m  the 
" in n erm o st germ . " U sin g  th is p a rticu la r  m yth to su g g e st  the organ ic  
concep t i s  quite e ffec tiv e  s in ce  m o st peop le are  aw are of the s to ry  of 
P ygm alion , the gifted young G reek  scu lp tor  who crea ted  a p er fec t  
w om an, f e l l  in lo v e  w ith h is  sta tu e , and even tu a lly  m oved the godd ess  
V enus to bring it  to l i f e .  In the o r ig in a l m yth , a m ir a c le  w as p erform ed
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by a goddess; a s adapted by H aw thorne, it  b eco m es a m etaphor for  
a r tis t ic  creation  as did the N a r c is su s  sto ry . C hoosing a quite 
fa m ilia r  m yth, but one from  the p a st, enabled Hawthorne to ach ieve  
u tm ost d e c re a se  of d istan ce  w ithout its  d isap p earan ce .
When the c re a tiv e  a r tis t  begins h is  w ork, he m u st f ir s t  d i s ­
co ver  the innate id ea , the thought or germ  w hich f ir s t  se ts  h is  p ow ers  
into operation; in  other w ord s, he m u st look  beneath the e x te r io r  fo r  the 
m eaning to be e x p r e sse d . T h is f ir s t  step  m ay  be thought of a s  being  
in ex tr icab ly  tied  up w ith in sp ira tion . The second , help ing that m ea n ­
ing em erg e , is  im p o ss ib le  w ithout the f ir s t .  Through h is  im a g in a tia i, 
he p e r ce iv e s  the id ea l, w hich is  the innate r e a lity  and truth of th in gs, 
then endows th is  w orld  w ith l i f e ,  un ity, and m eaning; b a s ic a lly , he 
b rin gs m ind and m a tter  togeth er  h e r e . If he su c c e ss fu lly  c o p ie s  n a tu re's  
m ethod of w orking fro m  the in n erm ost g erm , the l if e  of the w ork , its  
structure and shape w ill co incide w ith  it s  b a s ic  idea  or  the thought 
w hich in sp ired  it.
D rowne apparently  is  unable to ach ieve  th is  kind of w ork un til 
C aptain H unnew ell c o m m iss io n s  h im  to  m ake a figu reh ead  fo r  h is  sh ip , 
the C yn osu re. H aving had no ab ility  up to that tim e  to crea te  human  
f ig u re s  w ith n ative w arm th, D rowne suddenly is  capable of portraying  
l i f e  so  v iv id ly  that th ere  is  som e su sp ic io n  that he is  in lea g u e  w ith the 
d ev il and has som ehow  brought a w ooden figu re  to l i f e .  E ven  the fam ous  
p a in ter, C opley, is  im p re sse d  w ith D row n e's  crea tio n , so  m uch so  that
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he sa y s , "Who w ould have looked for a m odern P ygm alion  in the p erso n  
of a Yankee m ech an ic" (II, 353)! D rowne apparently  for  the f ir s t  and 
la s t  tim e w as able to  give h im se lf  up to h is  m a te r ia ls  and allow  som e  
h igh er fo rce  to w ork through him; the figu re  w a s in that block of wood, 
he sa id , and it w as m e r e ly  h is  b u sin ess  to  find it.
The idea of a r t is t ic  creation  w ithout foreknow ledge is  again  
em p h asized  in  "The Snow Im age, " w here two young ch ild ren  m ake a snow  
child  for a p laym ate. Hawthorne says it  seem ed  to "grow up under th eir  
hands. " A r tis ts  in gen eral are exhorted  to take a hint from  th ese  
ch ild ren , who w ork in a sim ple and undoubting fra m e of m ind, unaw are  
that a m ir a c le  is  occu rr in g . Note the organ ic  n am es of the two c h il­
dren , a sso c ia tin g  th em  w ith flo w ers.
An exam ple m ight again be taken fro m  n atu re. The great  
stone fa c e , in  the s to ry  of the sam e nam e, has q u a litie s  which som e  
hum an fa c e s  la ck , lik e  the "grand e x p r ess io n  of a d ivine sym pathy, 
that illum inated  the m ountain v isa g e  and e th e r ea liz e d  it s  ponderous 
granite substance into sp ir it . " A human being who w ish es  h is  fa ce  to 
resem b le  th is  one m u st f ir s t  d isco v er  the q u a litie s  w hich  would l ie  
behind such an e x p r ess io n , such as d ign ity , g ra ce , and k indness and 
then str iv e  to d evelop  th em  in  h is  own l i f e .  The grea t stone fa ce  is  
not duplicated by M r. G ather gold, "Old B lood and T hunder,"  or  the  
P o et, but by E r n e s t , who grasped  the e s s e n t ia l q u a litie s  it shadowed  
forth  and developed  th ese  in h is own l if e .  The outer shape of a m an,
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lik e  a w ork of art, grow s fro m  what is  in s id e . E r n e s t  allow ed the 
high er fo rce  of ch aracter  to work through him  and in form  h is  outer  
being . Hawthorne b e lieved  the a r tis t  ach ieved  the crow ning g lory  
only when he w as co n sc io u s of a pow er "higher and w ise r  than h im ­
s e lf ,  m aking him  its  instrum en t. "
M iriam , in  The M arble F au n , concerning K enyon's statue of 
C leop atra , asks w hether she ev er  tr ied  to overcom e Kenyon with her  
fu ry  or h er  lo v e , and w hether he w as not afraid to touch h er  as she  
grew  tow ards hot life  beneath h is  hand. K enyon's rep ly  a ffirm s the  
organ ic  concep t revea led  in M ir ia m 's  w ords and a lso  con n ects the 
P ygm alion  Myth w ith H aw thorne's m etaphor of f ir e , when he say s  "I 
kindled  a g rea t f ir e  w ithin m y m ind and threw  in  the m a ter ia l . . . and 
in  the m id m ost h eat u p rose  C leopatra , as you see  her" (VI, 154). H aw ­
th orn e, who d isa g reed  w ith  E m e rso n 's  v iew  that a flow ing out d escr ib ed  
a r t is t ic  crea tio n , b e liev ed  rather that pain, p r e ssu r e , and the f ie r y  
cru cib le  m ore  aptly su ggested  the p r o c e s s .
In addition to it s  u se  a s  a m etaphor for a r t is t ic  creation , the 
P ygm alion  Myth is  u sed  to show a com ing to l i f e .  L ife  can be gained  
in  th ree  w a y s, through lo v e , through agony, and through art.
In connection  w ith the f ir s t ,  Hawthorne b e liev ed  that love  
aw akened people to l i f e .  "Indeed we are but shadows; we are not e n ­
dowed w ith  rea l l i f e ,  a ll that se e m s  m o st  rea l about u s  is  but the
5
th in n est substance of a d ream , - -  t i l l  the heart be tou ch ed ."  P erhaps
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th is  is  what happens to P r is c i l la ,  the v e ile d  lady in  The B lith ed a le  
R om an ce , who throw s off the cover in g  and co m es to life  through H o l­
lin g sw o r th 's  in terven tion . "And the true heartthrob of a w om an's a f­
fe c tio n  w as too pow erful for the ju g g lery  that had h itherto  environed  
h e r ."  P r is c i l la  f le e s  to H ollin gsw orth  "like one escap in g  fro m  her  
d e a d lie s t  en em y, and w as safe fo r e v e r . " M iriam , too , in The M arble  
Faun, when Kenyon t e l ls  her that D onatello  lo v e s  h er , se e m s  to be 
en liven ed . A "cold , unnatural in d ifferen ce  of her  m anner, a kind of 
fr o z en  p a ss io n a ten ess"  d isa p p ea rs . D on a te llo 's  love  see m s  to be the 
hum anizing, l ife -g iv in g  touch w hich r e su lts  in a w arm ing of her whole 
app earance.
A com ing to l ife  through agony p resen ts  another fa ce t of the 
P ygm alion  idea , i f  we think of p a ssin g  fro m  innocence ch a ra cter ized  
by ignorance and in exp er ien ce  as an en liven in g  p r o c e s s . E a r ly  in  The 
M arble Faun the point i s  m ade that D on atello  is  the Faun of P r a x ite le s ,  
a m arb le  im age of a young m an, w hich rep re sen ts  the innocence w hich  
m arked the age of R om e when P r a x ite le s  w orked. H is  inn ocence i s  not 
to la s t ,  h ow ever, and a fter  the cr im e  the youth i s  n ea r ly  overw helm ed  
by the b la ck n ess  of hum an e v il ,  h is  own e sp e c ia lly . But, w ith K enyon's  
h elp , "the w orld  of thought is  d isc lo s in g  i t s e l f  to h is  inward sigh t. Out 
of h is  b itter  agony, a sou l and in te lle c t  . . . have been  in sp ired  into  
him " (VI, 325, 326). The in jection  of sou l and in te lle c t  i s  to H awthorne 
one w ay of bestow ing l i f e .
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A rt a lso  v ita l iz e s .  P e a r l, in The S c a r le t L e tte r , i s  ca lled  
the " liv ing h ierog lyp h ic  in  w hich w as rev ea led  the s e c r e t  th ey  so darkly  
sought to h id e, - -  a ll w ritten  in th is sym bol, - -  a ll p la in ly  m a n ife st , - -  
had th ere  been a prophet or m a g ic ia n  sk illed  to read the ch a ra cter  of 
f la m e! And P e a r l w as the o n en ess  of th eir  being" (V, 248). If H ester  
m a y  be taken to r ep resen t the f le s h  and D im m esd a le  the sp ir it  w hich  
m u st com e togeth er in  a w ork of art, then P e a r l rep resen ts  that fu sion . 
The a r t is t  o ffer s  h is  " liv ing  h iero g ly p h ic ."
W arland's w ork of art in "The A rtist of the B eautiful" happens 
to  be a b u tterfly . H is  goal i s  to attain  the id ea l which Nature "has 
pu rp osed  to h e r se lf  in  a ll h er  c r e a tu r e s , but h as never  taken pains to  
r e a l iz e ."  A fter n ea r ly  a life t im e  of la b o r , W arland a ch iev es  h is  goal 
w ith  a bu tterfly  that lo o k s  so  rea l that Annie a sk s him  if it  i s  a liv e . 
Owen r e p lie s  that th is  crea tu re  has absorbed  h is  own l i f e ,  h is  v e ry  
b ein g , and rep re sen ts  "the in te lle c t , the im agination , the sen s ib ility ,  
the sou l of an A r tis t  of the B eau tifu l!"
In H aw thorne's N o te -B o o k s w e find g erm s for v a r io u s s to r ie s  
w hich  ind icate  that he w orked outward fro m  an innate thought or id ea , 
cloth in g  it  w ith sym b ol as v e h ic le , and develop in g  it  through in tr o sp e c ­
tiv e  a n a ly s is . A s A u stin  W arren h as sa id , the ta le  Hawthorne w r ite s  
te r m in a tes  in the en forcem en t of the tex t w ith w hich its  author began.  ̂
T h is w orking fro m  the in n erm ost g erm  i s  b a s ic  organ ic th eory , co n ­
n ectin g  nature and art. A r t's  u ltim a te  goal i s  lik e  W arland's, to  be
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"natural, yet su p erior  to nature, in that it  em bod ies N a tu re 's  e s s e n c e . " 
H aw thorne's attitude h ere  is  h is  c h a r a c ter is t ic  balanced one. 
W ith C a r ly le , he fe lt  that p r o g r ess  could only be m ade by an ad ju st­
m en t betw een the organic and m ech a n ica l. M aintained sep a ra te ly , one
g
would r e su lt  in "idle v is io n s"  and the other in "p ern iciou s m a te r ia lis m ."  
We have som ething lik e the "neutral ground" then even  in  h is  attitude  
toward the form  a w ork should take.
L ike h is  adaptations of the other m yth s, H awthorne u s e s  v a r ia ­
tion s on the Adam and E ve sto ry , not m ere  rep etitio n s of it , to p resen t  
h is  th eology. H is Garden of E den, ch a ra cter ized  by tim e and im p e r ­
fec tio n , belongs to the p resen t w orld , one that i s  a lread y  fa llen . The 
ch a ra cters  who find th em se lv e s  in  th is  w orld m ay accep t it and fa ll  into  
hum anity, or r e jec t it  and fa ll into inhum anity. The fa ll is  not th eo ­
lo g ic a l, but p sy ch o lo g ica l. To a ccep t th is  am biguous w orld  is  to  b e ­
com e involved w ith others; to r e je c t  it  i s  to stand a lon e, sep arated  from  
the "m agnetic chain of hum anity. " The ch o ices  are tem p o ra l and the 
fa ll  in ternal. A pparently, the fa ll  to  Hawthorne is  a trope or m yth for  
a u n iv ersa l human c ircu m sta n ce , the profound p sy ch o lo g ica l com p lex  of 
exp erien ce  and know ledge that lea d s  to m atu rity  of m ind and h ea rt.
R oy R. M ale, in  H aw thorne's T rag ic  V is io n , has su gg ested  
that for Hawthorne lo v e  betw een m an and wom an is  the O rig inal Sin.
The wom an, who rep resen ts  tim e and h ea rt, b reak s the parenta l bond 
when she b ecom es in terested  in  the m an , who r ep re sen ts  sp ace and
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head. H e, str ick en  in the heart through love for the wom an, a lso  breaks  
the parental bond, w hich m ay  be seen  as the d ivine parental bond.
They com e together b ecau se  of th eir  m utual w ea k n esse s  and, in c o m ­
bination , rep resen t the only union w hich is  productive of anything. When 
th e ir  union is  consum m ated , th ey  are th ru st lik e  E dith  and E dgar in 
"The M aypole of M erry  Mount" from  the Eden of inn ocence and s im p lic ­
ity  to  "earth 's care  and sorrow " and com p lex ity . But the balance of 
head and h eart w hich co m es about m ean s a balance of in te lle c t  and ego  
w ith hum an sym pathy and lo v e . Both thus reach  the fu lle s t  potential of 
th e ir  beings through th eir  union. L ove, w hich is  the cau se of th is  fa ll ,  
i s  a lso  it s  fo rg iv en ess  b ecau se  in te r e s t  in  providing for  the happiness of 
another breaks the n a r c is s is t ic  sh e ll and paves the way for the kind of 
s e lf  hap pin ess R oderick  E llis to n  gains when he b eco m es concerned  
about R o sin a 's  hap p in ess.
The key m om ent in  l ife  appears to be w hen the O riginal Sin 
i s  com m itted . The protagon ist in the fa ll s to r ie s  has ju st  fa llen  in  
lo v e , is  soon to be m a rr ied  or has ju st recen tly  been  m a rr ied . He 
e ith er  accep ts  the w om an, an am biguous m ixture of good and e v il , sin  
and redem ption , rep resen ta tiv e  o f the v e ry  m y ste r y  of l i f e  it s e lf ,  a s ­
so c ia te s  h im se lf  w ith  tim e , or w anders e n d le s s ly  in sp a ce , lo s t ,  s te r i le ,  
not r e a lly  a liv e  a t a ll. H aw thorne's ch a ra cters  m ay  be divided into 
th ree  groups: th ose  who com m it the O riginal Sin and accep t the con d i­
tio n s  of th e ir  fa llen  world; th ose  who refu se  to a ccep t the am biguity
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and m y s te r y  of l i f e ,  w hich r e su lts  in s te r il i ty  and death; and th ose  who 
s id e -s te p  the is s u e  en tire ly .
T h ose  who do fa ll  m u st a ccep t the fu ll r e sp o n sib ility  for th eir  
lo v e . E dith  and E d gar, r e s id e n ts  of the E d en -lik e  M erry  Mount, are  
not r e a lly  d riven  out by E n d icott but rather provided w ith a m ore su itab le  
hom e fo r  th eir  future e s ta te . When th ey  have com m itted  the O riginal 
Sin, fa llin g  in  lo v e , they  m u st lea v e  E den . A s E ndicott c a lls  for m ore  
d ecen t ga rm en ts , w e are  rem inded of Adam  and E v e 's  suddenly b e ­
com in g  aw are of th eir  n ak ed n ess and putting on c lo th es .
A rather d ifferen t settin g  fro m  M erry  Mount but lik en ed  co n ­
sta n tly  to E den n e v e r th e le s s  is  that in  The H ouse of the S even  G a b les . 
Like the ch ild ren  of A dam  being condem ned for h is  s in , so  are the 
m em b ers  of the Pyncheon fa m ily  m ade to su ffer  for the d eed s of th eir  
p ro g en ito r . C olonel Pyncheon. A ga in st the background of the garden, 
c a lle d  "an Eden subtly ta in ted , in  w hich grow s a b lighted w hite ro se  
bush , w hich could have been  "brought fro m  E den that v e r y  sum m er, " 
w e se e  the c h a r a c ter s , Phoebe and H o lgrave , about to fa ll  in lo v e , and 
C lifford , who s its  in  what H awthorne fu rth er d e sc r ib e s  a s  the "Eden of 
a thunder sm itten  A dam , who had fled  fo r  refuge th ither out of the sam e  
d r e a ry  and p er ilo u s  w ild e r n e ss  into w hich the or ig in a l A dam  w as 
e x p e lled . "
Phoebe and H olgrave in the garden are rem in isce n t of Adam  
and E v e . H olgrave sa y s  the w orld  lo o k s beautiful to h im , and if  he
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could  m aintain  h is  m ood, the hous e "would be lik e  a bow er in  Eden; " 
P h oeb e, who w orks lik e  one of God's a n g e ls , i s ,  lik e  E v e , a r e p r e se n ta ­
tive  of wom ankind, lo v e ly  and innocent. In strong co n tra st to H epzibah  
and C lifford , w hose hour has now long been  p ast, Phoebe and H olgrave  
are about to com m it H aw thorne's O rig inal Sin. In the chapter en titled  
"The F lo w er  of Eden" Hawthorne sa y s  a m ir a c le  took p la ce , that Phoebe  
and H olgrave , in p ro fe ss in g  th eir  love  fo r  each  other " transfigu red  the 
earth  and m ade it  E den  again, and th e m se lv e s  the two f ir s t  d w e llers  
in  it . "
Other r e fe r e n c e s  to the Adam  and E ve m yth are found in The 
M arble Faun, w here Hawthorne show s h is  attitude tow ard the fortunate  
fa ll , fortunate if grow th tak es p la ce , and the part sin  and su ffering  p lay  
in  m o ra l grow th. D on ate llo , an "A rcadian sim pleton" against the m a ss iv e  
age rep resen ted  by R om e, is  innocence p erso n ified . T h is s im p le , natural 
crea tu re  is  to m e e t  M iriam  at the V illa  B o rg h ese , a p lace w here the 
ru ins su g g est d ecay  and death, although it  is  a lso  quite a beautiful p la ce . 
H awthorne sa y s  "thus the scen e  is  lik e  E den  in  its  lo v e lin e s s ;  lik e  E den, 
too , in  the fa ta l sp e ll that r em o v es  it  beyond the scop e  of m an 's actual 
p o sse s s io n s"  (VI, 93). D on atello  is  connected  to the p ast by h is  
resem b la n ce  to the faun of P r a x ite le s  and a lso  by h is  connection  w ith  
A dam  su ggested  by h is  c lo se  affin ity  to nature, i . e . ,  A dam  in the Garden  
of E den . L ike h is  a n c e sto r s , D onatello  is  " b lissfu l by an unsought 
harm ony w ith nature, " the sam e kind of happy harm ony Adam  knew
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b efore  the fa ll  when he w as in h is  proper h ie r a r c h ic a l p lace . But 
A dam  would not grow  or change in any way; h is  sta te  o f innocence and 
ign oran ce would rem ain  constant.
D on atello , a fter  h is  c r im e , en ter s  the true r e a lity  w hich, for  
H aw thorne, i s  m ea su red  by tim e . If "golden youth" is  to m atu re, it  
m u st r ea lize  it s e lf  under the im p act and en gagem ent w ith e v il  w hereby  
the sou l is  tran sform ed  fro m  innocence to c o n sc ie n c e . D onatello  
m u st be drawn from  an unthinking anim al e x is ten ce  into thoughtful 
hum an l i f e .  Hawthorne d e sc r ib e s  h is  v iew  through Kenyon who, lik e  
an "adventurer who should find h is  way to  the sigh t of ancient Eden, 
behold s its  lo v e lin e s s  through the tran sp aren cy  of that g loom  w hich has  
b een  brooding over th ose  haunts o f innocence e v er  s in ce  the fa ll. Adam  
saw  it  in a brighter sunshine but never knew the shade of p en sive  beauty  
w hich E den won fro m  h is  expulsion" (VI, 319). H awthorne is  su g g e s t­
ing that som ething i s  gained through the fa ll , although such gains are  
not guaranteed.
Kenyon, too , le a r n s  som ething fro m  h is  e x p e r ie n c e s . P r e ­
ced ing h is  reco n c ilia tio n  w ith H ilda, he p a s s e s  through a carn iva l in  
w hich the ce leb ran ts m ake "the w orn -ou t w orld  i t s e lf  a s  fr e sh  as A dam  
found it  on h is  f ir s t  forenoon  in P a ra d ise . " T h ere  he is  assau lted  by 
a sev en -fo o t ta ll fe m a le , a "giant E v e ,} ' who m a k es a "ponderous 
a ssa u lt  on h is  h eart. " F a ilin g  to m ove h im , she sh oots h im  in the 
h eart w ith a pop gun, coverin g  h im  w ith a "cloud of lim ed u st. " T h is
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sy m b o lica lly  r ep resen ts  A dam 's fa ll  through h is  h ea r t, or lo v e  for E ve. 
K enyon is  now reduced to human c la y  and in a p o sition  to understand  
M iria m 's  suggestion  that the fa ll i s  an educative p r o c e s s . It is  s ig n i­
fica n t that he can even ask  H ilda, although she r e je c ts  the p o ss ib ility ,  
"Did A dam  ! fa ll, that we m ight u lt im a te ly  r ise  to a far lo ft ie r  p arad ise  
than h is"  (VI, 519)? D onatello  thus for  Hawthorne b eco m es "an em b lem  
of a m o ra l p rob lem  and h is  h is to r y  a m yth ic resta tem en t of the F a ll of 
Man.
T hose who are unable to accep t the am biguity or m y s te r y  of 
l i f e ,  w hich m eans accepting  the con seq u en ces of the O rig inal Sin  as  
H awthorne saw  it , b ecom e fru stra ted , m ise ra b le  c r e a tu r e s . Young 
Goodm an Brow n i s  engulfed by the v is io n  of e v il w hich he saw  in  the 
fo r e s t  and r e fu ses  to accep t sin  a s  a com m on denom inator for  a ll 
hum anity. He is  lik e Giovanni in "R appaccin i's D au gh ter ,"  who r e ­
fu se s  to accep t the "Eden of the p resen t w orld ,"  although it contains  
the beautifu l, a lm ost an gelic  B e a tr ic e .
F in a lly , there are th ose  who avoid com m itting  the O rig inal 
Sin en tir e ly . Z enobia, in  The B lith ed a le  R om ance, is  connected  w ith  
E ve by h er  fr e sh n e ss  and v ita lity  but d e sp is e s  h er  fem a le  r o le . P a rt  
of her b ittern ess  i s  attributable to  an u n su ccess fu l m a rr ia g e  w ith  the 
S atan -lik e  W esterv elt, w ith h is  co a l-b la ck  m u stach e, dark sparkling  
e y e s  and gold-banded fa ls e  tee th . In a kind of p e r v er s io n  of norm al 
r o le s , A y lm er in "The B irthm ark" b eco m es fem in ine when he d eco ra tes
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the boudoir in p reparation  for the operation  w hile G eorgiana b eh aves in 
a m a scu lin e  w ay w hen she see k s  A y lm er 's  know ledge in the reco rd  books 
of h is  ex p er im en ts . H e ster  P rynne, too , p e r v er ts  her natural ro le  by 
binding h er  lu xu rio u s, beautifu l hair under a tig h t-fittin g  cap and by  
engaging in m enta l specu lation  u su a lly  a sso c ia te d  w ith the m a le . The 
em p h a sis  of h er  life  is  on "head, " w hile D im m esd a le  b eco m es concerned  
w ith  the fem in ine c h a r a c te r is t ic  of h eart. T hey both refu se  to accep t  
the con seq u en ces  of th eir  act, although both do penance in a w ay, H ester  
outw ardly although in s in c e r e ly , and D im m esd a le  inw ardly. N ev er th e ­
l e s s ,  they produced P e a r l, who w as "w orthy to  have been brought forth  
in  E den. " She e x is t s  b ecau se  of the O rig inal S in , the p rice  paid to  
brin g  anything into being. C onnecting H ester  and D im m esd a le  w ith  Adam  
and E ve is  the fa c t that "A" in the N ew  England P r im er  stood for  A dam 's  
fa ll  and the beginning of a ll th in gs, not s p e c if ic a lly  adu ltery. The s e r ­
pent of th eir  ex p er ien ce  i s  C hillingw orth  who is  lik e  M ilton 's envious  
Satan, ob serv in g  the lo v e  of Adam  and E ve in  the G arden, " im parad ised  
in one an other's a r m s , he w as stir red  up w ith  envy and reven ge"  Chil­
lin g  w orth 's  joy  a t D im m esd a le 's  gu ilt, sa y s  H aw thorne, i s  lik e  that 
w hich Satan m u st fe e l  when a sou l is  lo s t .
It appears that H awthorne fe lt  m an should accep t l i f e ' s  
m y ste r io u s  p arad oxes, acknow ledge s in  a s  the com m on lo t  o f a l l ,  love  
God and h is  fe llo w  m en. T his am biguity of l i f e  i s  seen  e sp e c ia lly  in  
the w om en c h a r a c ter s . E d ith 's  "m ystery"  p a r a lle ls  B ea tr ice  Rappajccini's
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" p o iso n ,"  G eorg ian a 's "b irthm ark ,"  F a ith 's  " r ib b on s,"  and M iria m 's  
" s e c r e t . " Only a few  are able to a ccep t th is  am biguity and m aintain  
th e ir  w h o le n e ss .
A r tis t ic  crea tion  is  again su ggested  h ere  in that O riginal Sin  
s e e m s  to be a ll tied  up w ith producing anything. It m ay p reced e the 
com ing togeth er of v is io n  and w ord. The ruin w hich s in  and su ffering  
m ay lea v e  does not appear to be d etr im en ta l to the a r t is t . Kenyon m e n ­
tio n s the p en sive  beauty Eden gained through A dam 's expu lsion . P e r ­
haps th is  exp la in s what is  at the h ea rt of H aw thorne's tra g ic  v is io n , 
w hich so  fa sc in a ted  M elv ille . "To the ey e  of the a r tis t , the co lor  of 
tim e  w as v e r y  m uch r ich er  than the b lan kn ess of the or ig in a l su nsh in e.
Through h is  deep p ercep tion  of human natu re, H awthorne w as  
able to ach ieve  in sig h ts  into u n iv ersa l p sy ch o lo g ica l and m ora l tru th s. 
M yth provided  h im  w ith a su bstructure upon w hich he built h is  l ite r a r y  
n a rra tiv e , w ith the r e su lt  that h is b e s t  w ork m ay be in terp reted  on 
m any d ifferen t le v e l s .  T h u s, we find in  h is  u se  of m yth e x p r ess io n s  of 
th o se  e s s e n t ia l  and enduring truths w hich  lend  m eaning to a ll t im e .
Jung sa y s  that each  m yth ic  im age "contains a p iece  of human p sych o logy  
and hum an destiny," w ords w hich d e sc r ib e  H aw thorne's accom p lish m en t  
in  con n ection  w ith m ythology. R andall S tew art sa y s  Hawthorne p rob es  
to  the " d eep est r e a li t ie s  of the m ind and sp ir it ,"  and that "his m ean in gs  
p o s s e s s  a cer ta in  t im e le s s n e s s  w hich ca rr ied  w ith  i t  a prophetic  sen se  
of the a g es  to fo llow . If th ese  p sy ch o lo g ica l truths found in H aw -
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th orn e's  w orks are indeed t im e le s s ,  they should have m eaning today.
The N a r c is s ia n  m irro r  of in trosp ection  su g g ests  the w eak and 
inadequate but continuing attem pts m en m ake at s e lf  a n a ly s is . E m e rso n 's  
s e lf -r e lia n t  m an, w hose m otto is  "T rust th yself; e v e r y  h ea rt v ib ra tes  
to  that iron  str in g , " has been rep laced  by the u n certa in  m odern m an  
seek in g  s e lf  know ledge. P sy ch o a n a ly s is , lik e  building a s tereo  or 
barbecue p it, is  a d o - it -y o u r s e lf  p ro ject. F reud  brought to attention  
and esta b lish ed  sc ie n t if ic a lly  what Hawthorne su g g ests  when he sa y s  
the life  of the sp ir it  m ay  be m ore  rea l than the outward l if e .
What H aw thorne's ch a ra cters  see  w hen th ey  p ierce  the depths 
see m s  v e r y  lik e  what we now recogn ize  as r e p r e sse d  d istu rb an ces in  
the un con sciou s m ind. A ccord in g to m odern p sy ch ia tr ic  pronou ncem en ts, 
bringing th ese  d estru ctiv e  e lem en ts  to  the surface is  the f ir s t  step  in  
a rrestin g  th eir  fu rther developm ent, although m inute, o v erzea lou s  
se lf-ex a m in a tio n  m ay r e su lt  in m orbid ity .
B rooding in term in ab ly  over r ea l or im agined  ev il m ay u ltim a te ly  
r esu lt  in a strange unbalanced p erson a lity , a p sych o lo g ica l prob lem  w hich  
i s  em ph asized  in H aw thorne's u se  of the F a u st M yth. Ethan Brand, d i s ­
coverin g  the Unpardonable Sin w ithin h is  own b rea st, i s  crushed by the 
knowledge; Young Goodm an Brow n, wedded to a v is io n  of e v il , belongs  
to Satan as su r e ly  a s if  a contract had been signed in blood. So, 
in tro sp ectio n , although valuable to a cer ta in  exten t, m ay  be ca rr ied  
too far w ith d isa s tr o u s  r e su lts .
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A balance m ay be ach ieved  by recogn iz in g  that im p erfectio n  
ch a r a c ter iz e s  the human condition, but that fu lfillm en t m a y  be attained  
in  th is life  n e v e r th e le s s . W. B . Stein  has su g g ested  that the acquiring
of in sigh t is  when a m an r e a liz e s  he is  not a dem on or a god but a
12m eaningful entity unto h im se lf . T h is recogn ition  of h is  own proper  
sphere of being m ean s finding the "germ " fro m  w hich a life  m ay flo w er . 
H aw thorne's treatm en t of the P ygm alion  Myth su g g ests  th is  e s s e n tia lly  
organic e x is te n c e . A s the a r t is t  attem pts to  unite the inner m eaning  
with the outer form , so m u st a m an ach ieve harm ony betw een in te lle c t  
and h eart, thought and fe e lin g , being and everyd ay  life  to ach ieve  an 
in tegrated  p erson a lity . The fragm en ts of h is  ex p er ien ce  m u st som ehow  
be united into a m eaningful w hole w ithout d isto rtio n , the r e su lt  being  
l if e  it s e lf  liv ed  as an art.
R em aining w ith in  the m agn etic  chain of hum anity c lo s e ly  bound 
by t ie s  of human sym pathy p ro tects  people fr o m  fa llin g  into the in d iv id u a l­
is m  w hich lea d s to pride and iso la tio n . Love is  a sta b iliz in g , balancing  
e lem en t, for it  breaks the n a r c is s is t ic  sh e ll of s e lf  contem plation  and 
turns attention tow ard providing for  the h ap pin ess of another. The Adam  
and E ve Myth su g g ests  th is  com ing togeth er  of o p p o sites , com p lete  only  
when joined . Sum m ing up the o v e ra ll cu rren t value of H aw thorne's work, 
R andall Stew art sa y s , "H aw thorne's 'm oral' com prehends the C h ristian
doctrine of ch arity , the p sy ch o lo g ica l doctrine of partic ip ation , the
1 ^so c ia l doctrine of the d em o cra tic  w ay."
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In addition to H aw thorne's u se  of m yths to p re se n t the deep er  
m eanin gs of the human p sy ch e , we find them  in terest in g  and s ign ifican t  
a s  m etap hors for  cer ta in  p h a ses  of the a r tis t ic  p r o c e s s . The N a r c is su s  
idea of looking beneath the ex ter io r  su g g ests  ex a ctly  what the a r tis t  
d oes in  that m eaning for h im  l ie s  under the m ere  su p e r fic ia lit ie s  of 
l i f e .  Once he has found that in n erm ost germ  fro m  w hich  a sto ry  m ay  
grow , P y g m a lio n -lik e , the a r tis t  brings it  to l i f e ,  taking care  le s t  he 
thw art its  developm ent. When th ese  two steps have been taken, th ere  
rem a in s one oth er. The cen tra l o cca s io n  in s to r ie s  involv ing the A dam  
and E ve Myth i s  co m m iss io n  of the O riginal Sin, through w hich those  
in vo lved  are th ru st into the w orld  of tim e, s in  and su ffer in g . The 
fe r t i l i ty  which r e su lts , the p o ss ib le  b irth  of a ch ild , i s  com parable to  
the a r t is t 's  crea tio n , h is  l ite r a r y  w ork, neither of w hich  can be p ro ­
duced without p a ssin g  through th is  dark night.
H aw thorne, w hose m o st crea tiv e  m om en ts cam e as he sat  
b efore a f ir ep la ce  w hich c a st  a strange glow  over the en tire  room , fe lt  
that a r t is t ic  crea tio n  w as painful. The a r tis t  broods o v er  h is  idea or  
" g erm ,"  fin a lly  p a ssin g  it through the f ie r y  cru cib le  of h is  im agination , 
at w hich tim e i t  m ay em erg e  beautiful and fu ll of m ean in g , or lik e  a 
ch ild , even  after  m uch la b o r , be stillb orn . T h is , I think, i s  what he 
m ea n s throughout h is w ork w henever he su g g ests  that the d escen t into  
d a rk n ess  is  n e c e s s a r y  for  growth and production, but that nothing is  
guaranteed .
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The key  idea throughout a ll of H aw thorne's ph ilosophy is  
b a lan ce . E v ery  m an 's l ife  is  bom barded w ith var iou s id e a s , in fluenced  
by natural and m an -m ade fo r c e s  from  w ithout and negative em otion s  
l ik e  fe a r , an ger , and hate from  w ithin. He m u st som ehow  keep open  
an in terco u rse  w ith a w orld  w hich is  m a ter ia lly  orien ted  w hile m a in ta in ­
ing h is  p erso n a l in teg r ity . In addition, he m u st str ive  for independence  
w ithout iso la tio n . Going too far in any one d irectio n  m ay  r e su lt  in  
d is a s te r . F o r  the a r tis t , w hose in itia l function i s  ob servation , c r o s s ­
ing the lin e  m ean s fa llin g  into co ld  a n a ly s is , u sin g  human beings in  a 
m e r e ly  ex p erim en ta l w ay. T his going beyond the bounds se t  for  human  
b ein gs is  sym b olized  by H aw thorne's u se  of the F a u st M yth.
H awthorne r a is e s  to a h igher pow er the four m yths he adapts 
by giving them  new life  and fr e sh  m eanin g. He has cer ta in ly  "com e at" 
the "inner l if e  of the legen d s"  by m aking th em  en tire ly  h is  own p rop erty , 
and, through th eir  u n iv ersa l ap p licab ility , part of our store  of w isd om  
a s  w e ll as an im portant e lem en t in our lite r a r y  h er ita g e . H is own  
a ch iev em en t is  b e s t  d escr ib ed  by h is  d efin ition  of genius as that w hich  
" m elts  m any ages into one, and thus e ffe c ts  som ething perm anent. "
I l l
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CHAPTER IV
PERSPECTIVE
Thus fa r , we have concerned  o u r se lv e s  p r im a rily  with d istan ce  
and p ersp ec tiv e  from  the standpoint of the a r t is t  and h is  work. E xam p les  
have been given in  connection  w ith the m anner in  w hich Hawthorne u s e s  
tem p o ra l, sp a tia l, p sy ch ic , and m yth o log ica l d istan ce  in order to  ach ieve  
the u n iv ersa l. But p ersp ec tiv e  is  im portant in  y e t another w ay in  H aw ­
th o rn e's  work. The lo s s  of balance or p e r sp ec tiv e  can be fa ta l to  an 
a r t is t  b ecause the w ork w ill s im p ly  fa il . It can  a lso  be fata l to  an 
ind ividual who is  try ing to m ake a su c c e s s  of h is  l i f e .
Hawthorne w as d eep ly  in tere sted  in  the balanced l if e .  T h is  
b eco m es quite apparent when one c o n sid ers  the m aqy ch a ra cters  in  h is  
fic tio n  who are im balanced  in som e w ay. M any of them , som e of whom  
are  a r tis t  f ig u r e s , are  d estro y ed  or d estro y  o th ers b ecause they lo s e  
p e r sp e c tiv e . T here are so m any exa m p les  of sdch  lo s s e s  that one w onders  
w hether Hawthorne w as not a lm o st o b se sse d  w ith  people Sherwood  
A nd erson  would d escr ib e  as " g ro tesq u es."
The opening sketch  of A n d erson 's  W inesburg, O hio, ca lled  the  
"Book of the G rotesq ue, " contains a p a ssa g e  w e m ight take as a
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com m en tary  on som e of H aw thorne's th em es:
That in the beginning when the w orld  w as  
young th ere w ere  a grea t m any thoughts 
but no such thing as a truth. Man m ade  
the truths h im se lf  and each  truth w as a 
com p osite  of a grea t m any vague thoughts.
A ll about in the w orld  w ere  the truths and 
they  w ere a ll beautifu l.
And then the people cam e along. E ach  as  
he appeared snatched up one of the truths 
and som e who w ere quite strong snatched up 
a dozen  of them .
It w as the truths that m ade the people  
grotesq u es . . . the m om ent one of the 
people took one of the truths to h im se lf , 
ca lled  it  h is  truth, and tr ied  to liv e  h is  
l ife  by it , he becam e a grotesque and the 
truth he em braced  becam e a fa lseh ood .
A nderson see m s  to be saying that in  the beginning a ll a sp ec ts  of 
l ife  form ed  one beautiful, harm on ious, un ified  w hole. But when man  
attem p ts to  fix  life  in te r m s of a b lack -w h ite  m o ra lity , to  m ake goodness  
and e v il an " e ith er /o r"  p rop osition , to define value in te r m s of one 
r ig id , narrow  and lim ited  id ea l, then the harm ony is  d istu rb ed , the id ea l 
i t s e l f  is  p erverted , and life  for  such an individual b eco m es, in stead  of 
a u n ified , beautiful, harm onious w h ole , an ug ly  grotesq u e d ichotom y of 
con flictin g  and opposing im p u lse s , susta ined  by the ten sio n  betw een  
" e ith e r /o r ."
In "Young Goodman Brown" the cerem o n y  in the fo r e s t  i s  an 
e v il counterpart to  the m a rr ia g e  of F aith  and Brow n th ree  m onths 
e a r lie r  in the P uritan  church, under the opp osite  a sp ect of in n ocen ce.
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T o ach ieve a harm onious v is io n  of e x p e r ie n c e . Brown m u st a lso  be 
able to m arry  F aith  under the a sp ect of ev il; that i s ,  he m u st reco n c ile  
the id ea l of v irtu e and goodn ess that F a ith  stands for  with the rea lity  
of e v il . F or B row n's m a rr ia g e  to be com p lete , it  m u st go through two  
stages,, and the continuity of h is  m a rr ied  state  fro m  one w orld  to the 
other (from  S a lem  to  the fo r e s t  - -  from  good to ev il) would, if  in  fact  
su c c e ss fu l in esta b lish in g  it s e lf ,  be the unifying cord w hich m igh t 
reco n c ile  the con flictin g  fo r c e s  of ex p er ien ce  - - o f  good and e v il  - -  
into one harm on iou sly  orien ted  u n iv er se . In th is  w ay could the id ea l 
of F a ith , of good n ess, be m ade to e x is t  w ithin the rea lity  of the w orld  
of e v il , thus form ing a to ta l, com plete  v iew  of M an's w hole exp erien ce  
and nature.
But the w orld of the fo r e s t , of e v il, is  unyield ing and in ev itab le  
in  hum an life  - -  it  i s  F a ith  who m u st stru gg le  for  e x is ten ce  le s t  She 
d ie . Brown m u st be resp o n sib le  for  saving the identity  of F aith  w ithout 
sp littin g  her apart fro m  the w itch es ' Communion, but he i s  the one who 
u r g e s  her  to m ake that break. What he i s  e s s e n t ia lly  asking her to do 
i s  to sp lit  h e r se lf  apart from  the brotherhood of m ankind. We can thus 
see  H aw thorne's cen tra l iron y , w hich l i e s  in  the idea  that the w orld  of 
S a lem  v illa g e , of day and lig h t, is  r ea lly  the "dream" - - i n  the sen se  of 
being the substance of an id ea l v is io n  of goodn ess for  Brown - -  and 
that the w orld o f the fo r e s t , of w itch es and n ight, i s  r ea lly  the co n crete  
r e a lity , as Brow n is  told  at the w itch es' cerem o n y .
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The second stage of B row n 's m a rr ia g e  would thus rep resen t  
the planting of h is id ea l in  the r ea l w orld , th ere  to  take r o o ts , grow , 
and provide the in v isib le  fr u its  of sym pathy and com p a ssio n , w hich  
B row n 's fe llo w  m en so d esp era te ly  need in the r e a l w orld  of e v il .  But 
B row n 's w ords to F aith  to look  up to heaven  and r e s is t  the e v il  one 
r ep re sen ts  h is  refu sa l to  le t  go of h is  " e ith er-o r"  conception  of e x ­
p e r ien ce . He in s is ts  on opposing h is  id ea l to the w orld of su ffer in g  
hum anity, instead  of fix ing  it  in sym pathy w ith th is  human w orld . T h is  
narrow ing of "truth" down to a r ig id , u n com p rom isin g  id ea l, cutting  
off recogn ition  of the rea l w orld  of e v il a s  being a va lid  object for  
com p assion ate  thoughts and a c ts , thus l im its  B row n 's understanding  
of the e v il nature in a ll m en . T h is lim ita tio n  p erv er ts  h is  id ea l, m aking  
of th is  narrow  "half-truth" an u g ly  fa lseh ood , and m aking Goodm an  
B row n a gloom y, m ed ita tive  " grotesq u e."
B row n's g ro tesq u en ess  is  m a n ifest in  the den ia l of sym pathy  
and understanding to h is  fe llo w  su ffe r er s  in  s in , w hich h is  " e ith er-or"  
concep tion  of truth fo r c e s  on h im . T his den ia l of sym pathy and u n d er­
standing is  rev ea led  in B row n's m anner tow ard the people o f S a lem  and 
a lso  tow ard h is  w ife (whom he has fa iled  to m a rry  co m p lete ly ), upon 
h is  return  from  the fo r e s t  at dawn. It i s  a lso  rev ea led  in h is  fea r  for  
the l iv e s  of the congregation  w henever th ey  partic ip ate  in  w orsh ip  s e r v ic e ,  
or for  the life  of the m in ister  h im se lf , for  th ese  good people a re  p e r ­
form in g  what is  to B row n an a c t of b lasphem y.
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L ike h is  counterpart, B row n, who is  overw h elm ed  by the 
v is io n  of e v il  w hich overcam e h im  that one night in  the fo r e s t , A y lm er  
i s  o b se sse d  with and haunted by a tin y  ired hand, a rather in s ig n ifica n t  
birthm ark on h is  w ife 's  cheek . A y lm er , ca lled  by F og le  a r tis t , id e a lis t ,  
God, and unw itting d ev il, r e fu ses  to a ccep t the b e s t  earth  can  o ffer . 
Seeking, again lik e  Brow n, in tim e the p erfectio n  w hich  can only be 
found outsid e of it , A ylm er tr ie s  to  con form  m atter  to id ea l. In doing  
so , he d e str o y s  the m atter  a ltogeth er . H is , too, is  an " e ith er-or"  
conception  of truth. F or  it is  only h is  la ck  of p ersp ec tiv e  w hich m ak es  
the b irthm ark such an odious thing. H awthorne sa y s  som e thought the 
m ark  m ade G eorgiana even  m ore  beautiful b ecau se  it  len t an a ir  of 
m y ste r y  to her appearance. "It m u st not be co n cea led , h ow ever, that 
the im p re ss io n  wrought by th is fa iry  s ig n  m anual v a r ied  ex ceed in g ly , 
accord in g  to the d ifferen ce  of tem p eram en t in  the b eh o ld ef s" (II, 49). 
A y lm er , too , d oes not m a rry  co m p lete ly , for  he r e fu se s  to a ccep t the 
am biguity  of good and e v il su ggested  by that one tin y  flaw  in  G eorg ian a 's  
o th erw ise  p er fec t beauty. G iven the c h o ic e , h e , lik e  Brow n, ch o se  to  
se e  the d ark n ess of human e x is ten ce  and to tr y  to e lim in a te  i t  rather  
than le a rn  to liv e  w ith it.
A pparently wanting or needing a m a ter ia l ob jectifica tion  of 
h is  g loom y point of v iew . P a rso n  H ooper in  "The M in is te r 's  B la ck  V eil"  
dons the m urky v e il  w hich g iv e s  a "darkened a sp ect to a ll liv in g  and 
inan im ate th in gs. " It sy m b o lizes  an overd evelop ed  co n sc ien ce  w hich
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p rev en ts  n orm al in teraction  with so c ie ty , or perhaps a kind of p sy ch o ­
lo g ic a l r e p r e ss io n  w hich som ehow  n eed s a p a r a lle l outward m a n ife sta ­
tion . A llow ing h im se lf  the p r iv ileg e  denied to  H ester  Prynne of hiding  
h is  fa ce  in sh am e, H ooper puts h im se lf  beyond the pale of a ll human 
sy m p a th ies , including the love  of h is  fia n ce e . Som e unspeakable  
d a rk n ess  has overw h elm ed  h is  life  so co m p le te ly  that ev en  lo v e  cannot 
rea ch  h im . He r e fu se s  to  exp la in  h is  w eird  a ctio n s to E lizab eth , yet 
p lead s w ith h er  not to d e se r t  him , though the v e i l  m u st rem ain  w hile  
th ey  are on earth . H is argum ents that it  i s  not for  e tern ity  are of no 
a v a il to  E lizab eth  who understandably r e fu se s  to  m a rry  a m an who has  
p laced  such a b a rr ier  betw een them .
In terestin g ly , H ooper b ecom es a m ore  e ffec tiv e  p reach er in  
som e w ays b ecau se  of the a w e-in sp ir in g  m a sk . But it i s  quite apparent 
that he has lo s t  a ll s e n se  of proportion  when he in s is t s  on w earing  the 
v e il  to a w edding. A lthough a ll m en m ay be lin ked  in e v il  in  som e w ay, 
i t  h a s  the e ffe c t  of d riv ing h im  further into iso la tio n . It i s  rem arked  
that H ooper w as a lw ays am enable to c r it ic ism , but that now everybody  
fea red  broaching the su b ject of the black v e il ,  a s  though h is  lo s s  of 
p e r sp ec tiv e  has m ade h im  a fearfu l object.
F ea rfu l too , but m o stly  to h im se lf , i s  G iovanni in "R appaccini's 
D au gh ter ,"  who suddenly r e a liz e s  that h is  con tact w ith B ea tr ice  has 
som ehow  m y ste r io u s ly  in fused  h im  with p o ison . A pparently rather d en se , 
G iovanni, who w atch es B ea tr ice  in  the stran ge garden fro m  h is  room
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w ith a v iew , d oes not su rm ise  what is  going on when he s e e s  the flo w ers  
he gave B ea tr ice  d ie w hen she tou ch es th em , or when the liz a r d  d ie s  
fro m  the m o istu re  w hich drip s fro m  the stem  of the purple flo w er . H aw ­
thorne su g g ests  Giovanni i s  throw n off the track  by the fa c t that th ings  
w hich se e m  strange at night som ehow  look  d ifferen t the n ext m orning  
in  the sunlight. At any ra te , w hen Giovanni r e a liz e s  the truth, he is  
both aston ish ed  and resen tfu l, but quite w illin g  to help  rem ove the 
p oison  from  B e a tr ic e . Thinking he is  quite the h ero , G iovanni o ffers  
the antidote to B ea tr ic e , w hose dual nature is  sym b olized  by the ruined  
fountain fro m  w hich w ater g u sh es . He is  attem pting to do ex a ctly  what 
A ylm er had in m ind - -  that i s ,  to p er fec t m a tter , r a is e  it to  the le v e l  
of the id ea l - -  and the r e su lt  i s  the sa m e . It m ay be that B ea tr ice  is  
purged of the p o ison , which sy m b o lizes  that sam e am biguity  of good and 
e v il which Brow n could not a ccep t, but she d ie s  in the p r o c e s s , accu sin g  
G iovanni of having m ore  po ison  in  h im  than sh e . G iovanni in s is te d  on 
invading the "Eden of the p resen t w orld , " ru led  over  by R appaccin i, but 
refu sed  to reco g n ize  that that w orld  w as a fa llen  one.
H ilda, in  The M arble F aun, t r ie s  at f ir s t  to  ign ore that sam e  
fa c t - -  that it  i s  p o ss ib le  for  good and e v il to e x is t  sid e  by side in the 
hum an heart, and that at le a s t  th is  side of e tern ity , it  cannot be o th er ­
w is e . H er d w ellin g  p la ce , the doveco te , i s  high above the s tr e e t ,  
sym b olic  of h er  a lo o fn ess  fro m  human su ffer in g  and sy m p a th ies. K en ­
yon sta tes  "you need  no m e r cy , and th erefo re  know not how to show
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an y ."  In her narrow -m in ded , P u ritan ica l opinion, M ir ia m 's  s in  has  
darkened the w hole u n iv erse  and, lik e  a ll other sin , is  in excu sab le  
under any c ircu m sta n ces . It tak es som e tim e  and m uch inward agony  
b efore Hilda is  able to v iew  the act of M iriam  and D onatello  w ith  any  
d eg ree  of p e rsp ec tiv e .
U ntil she a cco m p lish es  th is , H ilda h e r s e lf  i s  rem oved  fro m  
a ll human sym pathy. L ike Brow n, H ooper, A y lm er , and R appaccin i, 
she has iso la ted  h e r se lf , broken away fro m  what H awthorne c a lls  the 
m agn etic  chain of hum anity. She jo in s other H aw thornian ch a ra cter s  
who are doom ed for som e reason  or other to l iv e  outsid e th is  chain .
Such iso la tio n  m ay r esu lt , thought H aw thorne, in  o n e 's  becom ing in vo lved  
in  ab stra ctio n s, or com ing to the point w here he p re ferred  id ea s ov er  
hum an b ein gs. We have a lread y  seen  how A y lm er 's  love  of a b stra c t  
learn in g  o v ercam e h is  human lo v e , how P a rso n  H ooper w alked co n ­
tin u a lly  in  shadow, "gazing through a m ediu m  that saddened the w hole  
w orld . " A ccording to Jung, such iso la tio n  le a d s  to a rrogan ce , s te r i le  
brooding, and im p rison m en t w ithin o n e 's  own eg o . M ost p eop le , he  
s a y s , require at le a s t  a partn er , b ecau se  the b a s is  o f  exp erien ce  
oth erw ise  is  not rea l enough.
The m orb id ly  va in  W akefield , w hose e y e s  are  " sm a ll and 
lu s t r e le s s ,"  sym b olic  of h is  w hole e th o s, c h o o ses  for  som e strange  
rea so n , on the p retex t of an ord inary jou rn ey, to  le a v e  h is  w ife  fo r  
an extended p eriod  of t im e . H is  w ife knows he lo v e s  to be m y ste r io u s ,
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so  she does not qu estion  h im  other than by a look  w hen he d ep a rts . 
Hawthorne says he "has no su sp ic ion  of what is  b efore  h im , " but is  
" alm ost reso lv ed  to p erp lex  h is  good lady  by a w hole w eek 's  a b sen ce . " 
T h is w hole w eek 's  ab sen ce turns into m ore  than tw enty y e a r s , during  
w hich tim e W akefield l iv e s  a short d istan ce  fro m  h is  h om e. The im ­
balanced  W akefield had iso la ted  h im se lf from  the m agn etic  chain of 
hum anity, p laced h im se lf  in a kind of in -b etw een  w orld  w here he 
m anaged "to give up h is  p lace and p r iv ile g e s  w ith liv in g  m en , w ithout 
being adm itted among the dead. "
B ecom in g  estran ged  from  other human b ein gs i s  not alw ays  
such a con sciou s ch o ice  a s  it w as w ith W akefield . S o m etim es  good  
in ten tion s m ay r esu lt  in iso la tio n . H ollin gsw orth , in  The B lith ed ale  
R om ance, is  quite devoted to the reform ation  of c r im in a ls . In flex ib le  
and s e v e r e , he dem ands to ta l ded ication  to h is  ca u se  fro m  o th ers , 
fee lin g  that if they are not for  h im  they are su r e ly  aga in st h im . What 
m ak es h im  a grotesq ue is  h is  absolute devotion  to one truth to the e x ­
c lu s io n  of a ll o th ers . H aw thorne's m o ra l is :
That, adm itting what is  ca lled  philanthropy, 
when adopted as a p ro fess io n , to  be often u se fu l  
by it s  en erg e tic  im p u lse  to so c ie ty  at la r g e , it  
is  p er ilo u s to the individual w hose ru lin g  p a s ­
sion  . . .  i t  thus b eco m es . . . .  It ru ins . . . 
the heart . . .  I see  in  H ollin gsw orth  an e x e m p li­
fica tion  of the m o s t  awful truth in  B unyan's book  
of such , - -  fro m  the v e ry  gate o f heaven  th ere  
is  a by-w ay to the p it (V, 595) !
H ollin gsw orth 's  in ev itab le  h e ll is  that he h as a ll he can handle
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w ith  h is  own guilt in connection  w ith Z en ob ia 's death . H is  d ed ication  
to one group of human beings has blinded him  to the n eed s of o th ers , 
lik e  Z enobia, who need  h is  lo v e  and understanding.
Iso la ted  too, p artly  by the com m unity and p artly  by h er  own 
c h o ic e , i s  H ester  Prynne in The S c a r le t  L e tte r . A s H ester  stands on 
the sca ffo ld  after being r e le a se d  from  p rison , she s e e s  her w hole life  
in  r e tr o sp e c t . She look s back, v iew ing the "entire track  along w hich  
she had been  treading sin ce  her happy infancy, " to rea ch  th is  p articu lar  
point - -  infam y and degradation  because  of her sin . W hile she stands 
th ere  she s e e s  C hillingw orth , her husband, who is  a p art of that p a st, 
but now an im portant part of the p resen t b ecau se  he w ill  seek  reven ge . 
The s c a r le t  "A" sep a ra tes  H ester  from  the com m unity , but i t  is  she  
who m ain ta in s her iso la tio n  throughout the y e a r s , ex cep t for  her  
m in istra tio n s  as a n u rse  and h elp er  in  trou b le. Separated  fro m  other  
w om en, who concentrate on th e ir  duties as w iv es  and m o th ers , H e ster  
fin ds tim e  and inclin ation  to indulge in  the thought w hich would have  
been m o re  d isg ra cefu l in the Puritan  v iew  than the adu ltery  i t s e lf .  She 
i s  n ev er  brought back w ith in  the pale of human sy m p a th ies, nor d oes  
she m ake any effort to return . In a s e n se , H ester  is  buried in the p ast.
That th is t ie  to the p a st can be an iso la tin g  fa c to r  is  apparent 
in  the m en  whom  Hawthorne d is c u s s e s  in  the C ustom  H ou se . A s F e id e l-  
son s ta te s , they are em bodim ents of the kind of p ast w hich  has stopped  
acting and evolv ing new content, "tim e denatured" as  it  w e r e . T hus,
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the in sp ec to r , an "utterly  m in d le ss  an im al, " is  constantly  preoccup ied  
w ith the m agn ificen t d in ners of h is  p a st, e v e r y  co u rse  of w hich he can  
rem em b er and su cc in ctly  d e scr ib e . ^
H epzibah and C lifford  in  The H ouse of the Seven G ables are  
inanim ated  by the p ast w hich surrounds th em  in  the d rea ry  h ou se . H ep­
zibah has becom e creak y , ru sty , unable to do anything u se fu l w hile  
C lifford  w anders around s e n s e le s s ly  in  an old , faded robe. Hawthorne 
sa y s  she needs a w alk along the noon-day s tr e e t  to keep her sane. C lif­
ford  is  tem pted to jump out the window, throw  h im se lf  into the stream  
of hum anity, hoping th ereby to exp erien ce  som e kind of rejuvenation . 
Both are partly  red eem ed  from  the p ast by P h o eb e's  appearance, her  
in s is te n c e  upon pulling them  into the w orld of life  and lo v e , and her  
union with the cu rrent M aule rep resen ta tiv e , H o lgrave , w hich ends the 
kind of inbreeding rep resen ted  by the s ick ly  ch ick en s. B alance req u ires  
the recogn ition  of the o n en ess  of p ast, p resen t, and future in human  
l if e  - -  in other w ord s, a proper p ersp ec tiv e  on t im e . A lso  involved is  
a kind of balance betw een m atter  and sp ir it . T o r e je c t  the f ir s t  is  to  
r e je c t  the p h y sica l, the body; to r e jec t the secon d  is  to ignore the 
sp ir itu a l, the sou l.
The V irtu oso  in  "The V ir tu o so 's  C ollection"  has no sp ir itu a l 
in sig h t. T yp ical of som e of H aw thorne's ch a r a c ter s  who in s is t  upon 
g r o s s  actuality , he sa y s  "give m e what I can s e e , and touch, and under­
stand, and I ask no m o re . " H is v iew  of th ings i s  s im ila r  to that of the
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P u ritan s who v is it  the com m unity  of M erry  Mount. G rim , r ig id , and 
g loom y, th ese  m en are stro n g ly  con trasted  w ith the c o lo n is ts , s ilk en  
m a sq u era d ers  who concen trate on p lea su re . L ike C om us' crew , the 
M erry  M ounters are betw een an im al and human; som e are a lread y  
b r u te s , som e m idw ay, o th ers ju st b efore the change. T h eir  w ay of life  
h as som ehow  b rutalized  them . R em in iscen t o f the people of the G olden  
A ge, it  i s  sa id  that the ch ief goal of th e ir  husbandry w as to r a ise  
f lo w e r s , w hich, of co u r se , ig n o res  the b a sic  need of food fo r  su rv iv a l. 
W hile the P uritans are tim e-b u rd en ed , the M erry  M ounters have no
se n se  of tim e  at all; M ay d w ells  a ll year around. Both are im balanced .
2
H offm an m ak es an in terestin g  com m en tary  on what has happened:
At M erry  Mount . . . th ose  who would tra n sfo rm  
life  into e tern ity  spend th e ir  days in  pageants, 
m asq u era d es, and song. The im a g ery  of th ese  
m im etic  a r ts  in A rcad ia  a l l ie s  th em  to the p e r ­
fec tio n  w hich th e ir  p e r fo r m er s  va in ly  seek . T h eir  
erro r  is  to a ssu m e  that the e sca p e  fr o m  tim e  m ade  
p o ss ib le  by art is  an option allow ed in l i f e  as  
w ell . . .
Owen W arland m ak es the sam e e r r o r  in h is  id ea l and sp ir itu a l 
lo v e  for  A nnie. Hoping that she can be a part o f h is  q u est fo r  the 
beautifu l, W arland d ed ica tes  h im se lf  to; the sea rch , on ly  to lo s e  Annie  
to  D anforth , who accep ts  both tim e  (in h is  m a rr ia g e  to  A nnie, who r e ­
p r e se n ts  tim e) and space (open door of the shop w ith  it s  f ir e ,  g lim m erin g  
in  the v a g u en ess of u n en closed  sp a ce). A v ic t im  of e x tr e m e s , W arland, 
when h is  goal is  tem p o ra r ily  thw arted , abandons h im se lf  to p h y sica l 
e x c e s s e s .  "When the e th erea l p ortion  of a m an of gen ius is  ob scu red .
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the earth ly  part a ssu m es  an influence the m o re  u n con tro llab le , b ecau se  
the ch aracter  i s  now thrown off the balance to w hich  P rov id en ce  has  
so  n ic e ly  adjusted it" (II, 519). But W arland r e c o v e r s  and is  able to  
sp ir itu a lize  m a tter , to ach ieve the beautifu l, to a cco m p lish  som eth ing  
in  the rea lm  of the id ea l, although he is  a com plete  fa ilu re  in the r ea l  
w orld . The opposite  is  true of H ovenden, w hose d en se  m a te r ia lity  p r e ­
ven ts  h is  app reciation  of anything e th erea l, and W esterv e lt  in  The  
B lith ed a le  R om an ce, who i s  the m a ter ia l p erso n ified , w ith no tin ge of 
the sp ir itu a l about h im  anyw here.
S till another kind of im balance or g ro tesq u en ess  has to do w ith
the sea rch  for know ledge w hich m ay be stim u lated  by an inordinate
c u r io s ity  or a kind of p eep in g-tom  syndrom e. The a r t is t , of c o u r se , is
p ecu lia r ly  su scep tib le  to  th is  prob lem . S in ce  th is s e a r c h  for know ledge
w hich at t im es  in fr in g es  upon the natural hum an r igh ts of o th ers is
often a sso c ia ted  w ith bargaining with the d ev il or se llin g  o n e 's  sou l,
"inordinate c u r io s ity  th erefo re  b ecom es a kind of p sy ch o lo g ica l sym bol
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of the kind of behavior that is  in cited  by the en em y of m ankind. " F or  
th is  reason , we often  find ch a ra cters  lik e  C over d a le . Brand, and 
C hillingw orth  who are lik en ed  to F a u st. It m u st be rem em b ered , 
though, that Hawthorne d oes not attack  the sea r c h  fo r  know ledge it s e lf ,  
but condem ns i t  on ly  when it  i s  ca rr ied  too fa r , or when i t  i s  an ex cu se  
for  id le  c u r io s ity  or in d efen sib le  prying.
In terestin g ly , the com pact w ith  the d ev il n eed  not r e su lt  in
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d estru ctio n . Stein  su g g ests  that th is com pact, ex p er ien ce  w ith  e v il,
m ay  ser v e  as an indoctrination  into truth if  s e lf  a w a ren ess  i s  the
r e su lt . "For knowledge of s e lf  sy m b o lize s  m an 's  need to reco n c ile  the
outer w orld  of p h ysica l nature, hum an action , and human endeavor
w ith the inner w orld of h is  own co n sc io u s and u n con sc iou s resp o n ses  
4to  th e se  th in gs. " In other w ord s, S tein  is  d escr ib in g  what Hawthorne 
h im se lf  would ca ll a sen se  of balance. B ru ce G ranger, in  an a r tic le
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d isc u ss in g  D im m esd a le  as tra g ic  h ero , says that traged y  a r is e s  from  
the ten sio n  betw een illu s io n  and r ea lity , illu s io n  being the id ea l and 
r e a lity  the actual concep tion  one has of h im se lf . M an's n o b lest illu sio n  
i s  h is  asp iration  to fr e e  h im se lf  fro m  h is  particu lar tim e and p la ce , in  
C h ristia n  te r m s , to return  to the state of b lis s  w hich e x isted  b efore the 
fa ll .  The d ilem m a, continues G ranger, i s  that m en  requ ire illu s io n  
to bring ord er out of the chaos of the p resen t, but hiding behind illu sio n  
r e s u lt s  in incapacity  fo r  m eaningfu l action . To e sca p e  the d ilem m a, 
m an then m u st be able to step  out fro m  behind illu s io n  and fa ce  the 
te r r o r  of the h ere  and now. T his D im m esd a le  d o fs  when he fin a lly  
a scen d s  the sca ffo ld  w ith H ester  and P e a r l w ith  a ll the com m unity  
look in g  on. He is  saved  b ecau se  h is  v e r s io n  of the E d en ic  illu s io n  is  in  
the in fin ite , not the fin ite  w orld . L ike a ll the tr a g ic a lly  g rea t, G ranger  
co n c lu d es, D im m esd a le  s e e s  the d istan ce  sep aratin g  h is  id ea l fro m  h is  
actual s e lf  and tr ie s  to bridge the gap. B efore  the fin a l sca ffo ld  scen e , 
D im m esd a le  sa y s  to H ester:
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I have laughed, in b ittern ess  and agony of 
h ea rt, at the con trast betw een what I see m  
and what I am  (V, 229-30)!
D im m esd a le , to th is  point, had not fu lfilled  H aw thorne's ad­
m onition  - -  "Be T ru e. " T h erefo re , to h im , the w hole u n iv er se  look s  
fa ls e .  A fter D im m esd a le  has been in  the fo r e s t  w ith H e s te r , w here he 
le a r n s  C h illin gw orth 's r ea l identity , h is  p e r sp ec tiv e  ch an ges. L ike  
Young Goodman B row n after h is  fo r e s t  ex p er ien ce , th ings now look  
d ifferen t to D im m esd a le . If the la s t  part of h is  n am e, d a le , can  be 
taken to su g g est h ea r t, the situation  has been  a d im  d a le , a dark heart, 
one into w hich it s  ow ner could not see  c le a r ly . He la ck s  in sigh t, p e r ­
sp ectiv e  w hich w ill enable h im  to r ea lize  that he i s  not being tru e , to  
fa ce  that fact f ir s t ,  and then do som ething about it . A fter  the encounter  
in  the fo r e s t , an exp erien ce  w hich Hawthorne says changes the o b serv er , 
"the spectator of the fa m ilia r  scen e , " the town, the p eop le , and even  
the church look  d ifferen t to D im m esd a le . A pparently, D im m esd a le  
saw  leav in g  B oston  as an attem pt to p sy ch o lo g ica lly  renounce the m in d 's  
p a st, w hich i s  im p o ss ib le ,  ̂ and ch ose  rather to  ascen d  the p latform , 
adm it the truth, fa ce  the h ere  and now ju st once before he d ied .
D on ate llo , too, gains in sigh t, s e lf  know ledge, p e r sp ec tiv e , 
after h is  encounter or exp erien ce  w ith e v il .  When they f ir s t  m e e t,  
M iriam  rem ark s that D onatello  " is not supernatural, but ju st on the 
v e r g e  of nature, and y e t w ithin it . " In h is  re la tion sh ip  w ith  M iriam , 
D onatello  sp ir itu a lly  i s  on the edge of a p r e c ip ic e , the t it le  to
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chapter XVIII w here the four fr ien d s look  into a ch asm . D on atello , 
who before  the cr im e  rep resen ts  infancy in perp etu ity , who cannot even  
fe e l  the m elan ch oly  that haunts the sp ots th ey  v is i t ,  a fter  the m urder  
finds a whole new  p e r sp e c tiv e . E ven  M onte B en i, w hich  alw ays looked  
ch eer fu l to h im , now se e m s  quite gloom y; even  the beautiful f r e s c o e s  
se e m  to  have faded s in ce  he saw  th em  la s t .  Su ffering in a kind of m o ra l 
w ild e r n e ss  before he i s  able to accep t the co n seq u en ces  o f h is  deed, 
D o n ate llo  a lm o st com m its  su ic id e . He w ants K enyon to put in m arb le  
the lo o k  on h is  face  when the m urder w as done so  that he w ill n ever  
fo rg e t the horror of it , but Kenyon w is e ly  d e s is t s ,  warning h is fr iend  
that i t  would be in fin ite ly  dangerous to lin g er  too long  in the dark  
v a lle y .
Both Kenyon and M iriam  n otice  that D on atello  se e m s  to have 
m atu red  con sid erab ly  s in ce  the m u rd er. M ir ia m  su g g e sts  that D ona­
te llo  h as gone in  a kind of c ir c le  - -  that he has been  educated by h is  
c r im e  - -  that the rom ance of Monte B en i m ay  rep ea t the story  of the 
fa ll  o f m an. Sin, she sa y s , m ay be a w ay of attain ing a m ore  d es ira b le  
h ap p in ess than the lo s t  b irth right gave . A lthough Kenyon objects to  
th is  v iew  with M iriam , he la te r  m en tion s it  to H ilda, w ho, of co u r se , 
thoroughly r e jec ts  it .
N e v e r th e le ss , D on atello  has gained in sig h t as have the other  
th ree  ch a ra cter s  in The M arble F aun. M iria m  r e a l iz e s  h er  part in  
the cr im e; although she did not actu a lly  com m it i t ,  she did ask  w ith
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her e y e s  that D onatello  do it . H ilda, aw are only of her P u ritan  p a st, 
b eca u se  of p resen t in v o lv em en ts, b eco m es a sso c ia te d  w ith the burden  
of the p ast w hich M iriam  r e p r e se n ts , is  fo rced  out of her tow er, and 
i s  capable now of a m eaningful re la tio n sh ip  w ith Kenyon. K enyon, v&io 
i s  u su a lly  detached fro m  tim e , h as to involve h im se lf  w ith the p r e se n t
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b ecau se  of h is  re la tion sh ip s w ith  th ose  two of the p ast. Up to then, 
the m arb le  m an, Kenyon is  now m ore capable o f hum an u n derstan d ing , 
sy m b olized  by h is  being shot in  the h ea rt w ith  lim e  d u st by a seven -fo o t  
fe m a le . A ll of th is  happens in R om e, the e tern a l c ity , su ggestin g  again  
that balance has to do not on ly  w ith s e lf  know ledge or in sigh t but a lso  
w ith a ju d ic ia l recogn ition  of o n e 's  re la tio n sh ip  to t im e .
T hose who liv e  in  B lith ed a le  se e m  to r e je c t  both a sp e c ts  of 
th is  ba lan ce. They p lace th e m se lv e s  beyond tim e in the sen se  that 
th eir  attem pt i s  to r e s to r e  a kind of A rcad ian  s im p lic ity , and behind  
m a sk s , w hich hide what th ey  r e a lly  are  so m e tim e s , but at o th ers  are  
quite rev ea lin g . Z en obia's unnatural flo w ers  su g g est the a r tif ic a lity  
w hich i s  a lso  su ggested  in  h er  su ic id e; W esterv e lt , who is  d e scr ib e d  as  
to ta lly  m a ter ia l, w ea rs  fa ls e  tee th  and sp ec ta c le s ; C overd ale  who peeps  
out fro m  v a r iou s hiding p la c e s  d o esn 't need  a m ask; and fin a lly  the 
w hole com pany put on m a sk s  and p lay  at being A rcad ian s in a chapter  
en titled  "The M a sq u era d ers ."  Only S ila s  F o s te r  s e e m s  to r ep re sen t  
r ea lity . H e "leaned aga in st a tr e e  n ear by, in  h is  cu stom ary  blue  
frock , and sm oking a short p ip e, did m o re  to d isenchant the s c e n e , w ith
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h is  look  of shrew d, acrid , Yankee ob servation , than tw enty w itch es  and 
n ecro m a n cers  could have done in the w ay of rendering it w eird  and 
fantastic"  (V, 558).
Su m m arizing a m an y -fa ceted  d isc u ss io n  of the lo s s  o f p ersp ec tiv e
or the gaining of in s ig h t p re sen ts  som e d ifficu lty . J. H illis  M iller
m en tion s W allace S teven s' point that th ere  are at le a s t  th irteen  w ays of
looking at a b lackb ird , and, if th irteen , why not m o re?  M iller  continues:
No w ay of looking at the w orld  is  p er fe c t  or 
co m p lete . So rather than seek in g  som e ab­
so lu te  p ersp ec tiv e  we should y ie ld  o u r se lv e s  
to a m ob ile  e x is ten ce , an e x is ten ce  in which  
we take up as m gny 'life -a ttitu d e s , ' one by 
one, a s we can.
P erh ap s th is  su m m a rizes  the prob lem  of so  m any of H aw thorne's c h a r ­
a c te r s  who b ecom e gro tesq u es b ecau se  they fa il to r ea liz e  th is  v a r ie ty  
and in s is t  upon devoting th em se lv e s  to one truth to the ex c lu sio n  of a ll 
o th ers .
In addition, perhaps that v e r y  tendency i s  attributable to the 
M anichaean qu ality  of New  England P u rita n ism . V iew ing lif e  a s  a 
constant stru ggle  betw een  good and evH, the P u ritan s w ere  preoccup ied  
w ith m an 's cap acity  for  e v il. T hey tended to overlook  any p red isp o sitio n  
to good, so  that th e ir  philosophy bred only n egation s. Young Goodm an  
B row n is  a good exam ple  of the r e su lts  of such an attitude. B ecau se  
of h is  re lig io u s  background. Brow n w as unable to  a ccep t the am biguity  
of good and e v il , in s is t in g  on an e ith e r -o r  situation . P erhaps A ylm er  
too w as the v ic t im  of such  thinking — that som ehow  the flaw  could  not
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c o e x is t  w ith the o th erw ise  p er fect. T hey do not r e a liz e  that the stain  
is  e v e r y  m an 's b irthm ark, but that it  need not ob litera te  the pure.
F in a lly , th ere  is  the confused attitude tow ard tim e and tow ard  
the sp ir it-m a tte r  re la tion sh ip . In H aw thorne's v iew , true r e a lity  is  
m ea su red  by tim e . P a s t  and p resen t en ter  into h is  th eory  of ex p er ien ce  
as coun terp arts of the d istin ctio n  betw een the inner state and m a te r ia l­
ity; a s n e c e s sa r y  e lem en ts  of a v iew  of l ife  w hich in form s the actu a l-  
im ag in ary  v iew  of fic tio n . R om ance is  an enrich m ent of the actual by 
the im agin ary . The good life  is  an enrich m ent of the m a ter ia l by the 
inner s e lf ,  an app recia tion  of the p resen t through a c o n sc io u sn ess  of 
the p a st. The e lem en ts  of the good life  find dram atic  counterparts in  
the tw o b a sic  e lem en ts  of the rom ance, and such a good life  i s  then the
9
m a ter ia l of the rom an ce. The good lif e  then should str ike a balance  
betw een p a st and p resen t and m o ra lity  and m a ter ia lity . But th is  d oes  
not s e e m  to be the kind of balance reached  by m o s t  of H aw thorne's  
c h a r a c te r s . It i s  unfortunate that a m an who so  p rized  balance in  
h is  own life  and that of o th ers found so  few  who had ach ieved  it.
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CHAPTER V 
THRESHOLDS
The fa c t that th resh o ld s , v e r g e s , boundaries appear con stan tly  
in  H aw thorne's w ork d oes not m ean  that he w as p a r ticu la r ly  in tere sted  
in  th em  as such. T hey w ere im portant to h im  for  d isso lv in g  the g r o ss  
actu a lity  of fa c t in ord er to p resen t d eep er m ean in g . H is ch a ra cters  
find th em se lv e s  involved  in taking step s over cer ta in  boundaries w hich  
r e su lt  in enorm ous changes in th eir  l iv e s  - -  so m e tim e s  u n d esirab le  but 
ir r e v e r s ib le  ch an ges. T here are four gen era l ca te g o r ie s  into w hich  
m o st action s involv ing th resh o ld s can be p laced . T h ese  are  becom ing  
in vo lved  in am biguity w hich one cannot accept; attem pting to esca p e;  
sea lin g  on e's  doom  b eca u se  of the step  a c r o ss  the threshold; and gaining  
new  a w a ren ess , w hether good or bad, w hich m igh t lea d  to a fu ller  
ex is te n c e  or a b etter  understanding of th ings as th ey  are .
L ike the gray  w hich H ester  Prynne a lw ays w e a rs , am biguity  
r ep re sen ts  a blending of b lack  and w hite, good and e v il. T h is m ixtu re  
i s  p r e c is e ly  what Young Goodm an Brow n cannot a ccep t a fter  he has  
c r o s s e d  the th resh o ld  betw een the town w here he l iv e s  w ith h is  w ife , and
133
134
the fo r e s t , w h erein  he lo s e s  h is  fa ith  a fter  rea liz in g  that a ll th ose he 
thought irrep roach ab le  are a lso  p resen t. N ot only are  th ey  th ere , but 
m o st of them  are active partic ip ants in the w itch es' sabbath, good 
fr ien d s  of the d ev il, and seem in g ly  anxious to w elcom e the two new  
m em b er s . B row n r e s is t s  a ll he can , but the devil i s  n ever  w orried  
about winning h im  ov er . A fter  h is  ex p er ien ce  in the fo r e s t ,  w hich r e ­
p resen ts  B row n ’s f ir s t  encounter w ith  the fa c t  that good and e v il can  
and do e x is t  s id e  by s id e , he b eco m es m orb id , unable to m aintain  any 
sa tis fa c to ry  re la tio n sh ip s w ith e ith er  h is  lo v ed  ones or h is  com m unity. 
B row n 's in itia tion  into ex p er ien ce  w as a devastating  one.
O vercom e by the v is io n  of som e e v il. P a rso n  H ooper dons the 
m y ste r io u s  b lack  v e il , behind w hich nobody sh a ll e v e r  again  s e e . It 
is  n ever quite c lea r  what has happened to h im , as it  i s  in  Young Goodm an  
Brow n, but apparently he h as been convinced  lik e  B row n that e x isten ce  
i s  r ea lly  o n e -s id ed  after  a ll, that see in g  darkly through the v e il  is  
r e a lly  a proper p ersp ec tiv e  on th ings a fter  a ll. If he had rea lized  or 
at le a s t  accep ted  the fa c t that deep w ith in  e v e r y  m an is  a kind of b lack  
v e i l ,  hiding th ere  dark d eed s known only to  o n e 's  s e lf ,  that ev il is  
u n iv er sa l, part of a fa llen , fin ite  e x is te n c e . H ooper m igh t have been  
able to ava il h im se lf  of lo v e  and com panionship . B ut, a la s , he too  
cannot accep t am biguity, the n eu tra l ground betw een good and e v il, 
w here the so u ls  of m o st m en  r e s id e . So he iso la te s  h im se lf  outw ardly  
by the black v e il ,  w hich su g g ests  that such iso la tio n  has a lread y  taken
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p lace  inw ardly.
Outward iso la tio n  is  ach ieved  by H ester  Prynne too as she 
contin ues to w ear the sc a r le t  "A, " an act w hich e ffe c t iv e ly  m ain tains  
the d istan ce  at w hich she w as se t  by her sin . If she w as com p elled  to  
w ear it  when the sin  w as rev ea led , it  d o es  not se e m  that she m u st w ear  
it  un til her death, w hich she d o es . T h is su g g ests  that H ester  accep ts  
the b e lie f of the com m unity that she belon gs in the e v il-d o e r s  ca tegory , 
that ev en  she even tually  cannot se e  her s in  as a part of the e v il  that is  
u n iv ersa l.
T h resh o ld s are quite s ign ifican t in "The Birthm ark" a s  we 
see  A ylm er leav in g  h is  lab oratory  to seek  a w ife , then bringing h er  back  
a c r o s s  that th resh o ld  b ecau se  she i s  not p erfect. It would se e m  that 
A y lm er is  capable of involving h im se lf  w ith the m agn etic  chain of 
hum anity a s he lo o k s  for a partner whom  he apparently lo v e s . But, 
as m entioned  e a r lie r , he d oes not m a rry  her co m p lete ly  b ecau se  he 
cannot a ccep t the am biguity  of good and e v il su ggested  by h er  tin y  red  
birthm ark . The flaw  is  too m uch for h im , com p ellin g  A ylm er to  k ill  
her in h is  attem pt to  rem ove it. Brow n did not k il l h is  w ife p h y sica lly , 
but for  a ll in tents and p u rp oses, th eir  re la tion sh ip  is  a s  n o n -ex isten t  
as A y lm e r 's  and G eo rg ian a 's . G eorgiana, of c o u r se , d oes not fu lly  
r e a liz e  the extent o f A y lm er 's  d e s ir e  to rid  her of the abom ination.
N or d oes she know that when she c r o s s e s  the th resh o ld  of the inner la b ­
oratory  and s e e s  the d is tillin g  p r o c e s s , she is  ob serv in g  what w ill soon
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happen to her - -  A y lm er is  about to d is t i l l  the wom anhood out of h er .
H is en try  into the lab oratory  th is  tim e m a rk s the end of h is  m a rr ia g e  
and p erhaps of any other m eaningful re la tio n sh ip  w ith a w om an.
T here i s  another im portant th resh o ld  in "R appaccin i's D au gh ter ."  
G iovanni fa l ls  in love  w ith B ea tr ic e  a s  he v ie w s  h er  grea t beauty fro m  
h is  w indow above the e v il garden. A ided by the old w om an, he c r o s s e s  
the th resh o ld  into the garden, b eco m es involved  w ith B ea tr ic e , only  
to  r e a liz e  that she is  p o ison ou s. G iovanni i s  shocked and d ism ayed  to 
find that he has absorbed som e of the p o iso n , a fa c t w hich m ak es h im  
doubly anxious to serv e  her the antidote. B a s ic a lly , we have the sam e  
situ ation  as ex isted  in  "The B irthm ark"; that i s ,  G iovanni is  unable  
to a ccep t B e a tr ic e 's  am biguity , to  r e a liz e  that sh e , lik e  the ruined  
fountain  w hich  s t i l l  gu sh es w a ter , h as sp ir itu a l depths.
In addition to the th resh o ld 's  rep resen tin g  the accep tan ce or 
r e fu sa l o f growth, the in a b ility  to .a c c ep t am biguity , it  a lso  is  connected  
w ith  e sc a p e . H epzibah and C lifford  in  The H ouse o f the S even  G ables  
d ec id e  th ey  w ill attend church one bright sabbath m orn in g , only to  
r e a liz e  once th ey  have le f t  the hous e that th ey  cannot go through w ith  it .
"At the th resh o ld , they fe lt  h is  p it i le s s  gr ip  upon them . F o r , w hat other  
dungeon i s  so  dark a s  o n e 's  own h ea rt! W hat ja ile r  so in exorab le  as  
o n e 's  se lf"  (111, 204). It s e e m s  im p o ss ib le  fo r  th em  to e sca p e  the p ast  
w hich h as engulfed them , too la te  to rejo in  the r e s t  of hum anity who 
have been going forw ard, m oving on, w hile  the Pyncheons of the p r e se n t
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day, at le a s t  th ose in  the h o u se , stood s t i l l .  T h is w as quite a r e v e la ­
tion  for C lifford  and H epzibah, to w hom  the house seem ed  ev en  m ore  
d ism a l when they returned.
T h is w as not to be th eir  la s t  a ttem p t, how ever. D r iv en  a lm o st  
to h y ster ia  by Jaffrey  P yn cheon 's death , the t im e -s tr ic k e n  "owls"  
again lea v e  the h ou se . A su g g estio n  of the fu tility  of e sca p e  and a kind 
of foresh adow ing of what even tu a lly  happens i s  C liffo rd 's  bringing H ep ­
z ib ah 's  attention to one of the p o s ts  of the fron t door. "It w as m e r e ly  
the in it ia ls  of h is  own nam e, w hich , w ith som ew hat of h is  c h a r a c te r is t ic  
grace  about the fo rm s of the le t t e r s ,  he had cut there when a boy" (III, 
299). The tim e-b urd en ed  C lifford  cannot cope w ith the p resen t, w hich  
in  th is novel se e m s  on the one hand cru e l and on the other u n rea l.
A s he and h is  s is t e r  tr y  to in volve th em se lv e s  w ith the p resen t, 
sym b olized  by the tra in  r id e , th ey  only s e e m  stran ge. In fa c t, Hawthorne 
m en tion s that w ere it  not for  the s to rm  th eir  dark p resen ce  w ould have  
been m uch m ore  n oticeab le  as th ey  w alked along the s tr e e t . C lifford  is  
co n sp icu ou sly  p ecu lia r  a s he lou d ly  c o n v e r se s  w ith the g im le t-e y e d  m an  
on the tra in . W hen they f in a lly  get off the tra in , they are  again rem inded  
of tim e  and engulfed  by it . The scen e  w hich th ey  v iew  is  an o b jec tif ica ­
tion  of th eir  condition: "at a l i t t le  d ista n ce  stood a w ooden church, 
black w ith age , and in a d ism a l sta te  of ruin and decay  . . . .  F a rth er  
off w as a farm h ou se . . .  as v en era b ly  old and black as the church"
(III, 315). C lifford  then lo s e s  a ll the en erg y  and en th u sia sm  w hich
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p rojected  h im  out of the house and into the w orld  of the p resen t, and 
d esp a ir in g ly  te lls  H epzibah she "m ust take the lead  now. " H epzibah  
d o es a ll she is  capable of and that is  to lead  th em  back to the h o u se , 
fro m  w hich they can esca p e  only with the aid of Phoebe and H o lgrave . 
When th ey  c r o s s  the th resh old  w ith  th ese  two who are in lo v e , it is  
apparent that th is w ill be the la s t  tim e.
C ro ss in g  th resh o ld s d o es  not lea d  to e sc a p e , how ever, for  
H e ster  P rynn e. But we do get som e in sigh t into her ch a ra cter  by ob­
serv in g  h er  behavior in  connection  w ith c r o ss in g  cer ta in  l in e s .  W hen 
she e m e rg e s  fro m  the p r ison , fo r  exam p le , she rep e ls  the p rison  
o ff ic ia l who has h is  hand on her shou ld er, and "by an action  m arked  
w ith natural d ign ity  and fo rce  o f ch aracter  . . . stepped into the open  
a ir , as i f  by h er  own fr e e  w ill. " T his stron g  w ill i s  fu rther m an ifested  
in  H e s te r 's  behavior in  the fo r e s t  with D im m esd a le . C astin g  a s id e  the 
s c a r le t  le t te r , she u r g e s  h im  to  e sc a p e , b e liev in g  anything would be 
b etter  than the p resen t state of th in gs. She cannot m ake her  w ill p r e ­
v a il though, p r im a r ily  b ecause P e a r l w ill  not a llow  h er  to c a s t  off the 
le t te r , but a lso  b eca u se  D im m esd a le  i s  not fuHy convinced that th ey  
can  or should e sc a p e . The boundary lin e  w hich  e x is t s  betw een th em  
cannot be e ra se d  in  th is  w orld , sa y s  D im m esd a le . It w as on ly  te m ­
p o ra r ily  d is so lv ed  w hile  they w ere  in  the fo r e s t , the m o ra l w ild e r n e ss  
of the m om en t.
T h resh o ld s are  a lso  a sso c ia te d  w ith  doom . C olonel Pyncheon ,
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w hose im m o ra lity  knew no bounds, not only w rongs M atthew M aule but 
a lso  builds a house on the v e ry  spot w here he is  buried . U nasham ed  
of h is  a c ts , Pyncheon has a h ou se-w arm in g , inviting a ll the m o st  
prom inent people who c r o s s  the th reshold  to accep t h is  h osp ita lity .
But the so c ia l o cca s io n  tu rn s into a fu nera l when the im p atient g u ests  
en ter  P yn ch eon 's private room  to find h im  dead in  h is  ch a ir , apparently  
from  the strange m alady a sso c ia te d  w ith the c u rse  that God would give  
th em  blood to drink.
The death of a la te r  Pyncheon, Jaffrey , is  a lso  connected  
w ith a th resh o ld . A fter  som e u n su ccess fu l a ttem p ts, Ja ffrey  fin a lly  
gains a c c e s s  to the house through the "gray m edium " of the cen t shop. 
He w ants to see  C lifford . H epzibah cannot hold h im  off any lon ger  when  
he c la im s  that he got C lifford  r e le a se d  and w ill send h im  to a m ental 
in stitu tion  if  he i s  prevented  fro m  see in g  h im . J a ffrey  thinks C lifford  
knows w here the deed to the m is s in g  property  i s .  I f C lifford  indeed  
p o s s e s se d  th is  in form ation , it  would have done the judge no good, for  
he w ill not lea v e  that p ar lo r .
G eorgiana, lik e  Ja ffrey  Pyncheon, should n ev er  have c r o s se d
the threshold:
A s he led  h er  over the th resh old  of the lab oratory , 
G eorgiana w as cold  and trem u lou s. A y lm er  looked  
ch eer fu lly  in to  h er  fa ce , w ith intent to  r e a ssu r e  
h er , but w as so  startled  w ith  the in ten se  glow  of 
the b irthm ark upon the w h iten ess  of h er  cheek  
that he could not r es tr a in  a strong con vu lsive  
shudder. H is w ife fainted (II, 54).
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C urious about the inner room , G eorgiana d ec id es  a fter  she r e v iv e s  
to en ter  it . T h ere  she s e e s  the fu rn ace and d is tillin g  apparatus, m a ­
te r ia l ob jects  w hich som ehow  d etra ct fro m  the m a g ica l aura of A y lm er 's  
w ork. H is  notebook record  of ex p er im en ts  r e v e a ls  too that in v iew  of 
h is  h igh  a sp ira tio n s , A y lm er has not r e a lly  a ccom p lish ed  m uch. H e, 
too , should have been  adequately  w arned by h is  d ream  of the d an gers  
of th is  attem pt to rem ove the tin y  red  hand fro m  G eorg ian a 's cheek; 
he dream ed  that the hand w as wound around G eorg ian a 's  h eart. H aw ­
thorne s a y s , "truth often finds its  w ay to the m ind c lo se  m uffled  in  
ro b es of s leep , and then speaks w ith u n com p rom isin g  d ir e c tn e ss  of 
m a tte r s  in regard  to w hich we p r a c tise  an u n con sc iou s se lf-d ecep tio n  
during our waking m om ents"  (II, 52).
R oger C hillingw orth  a lso  c r o s s e s  a th resh o ld  to h is  own doom . 
He has com e fro m  the w ild e r n e ss  w here he lea rn ed  m uch about variou s  
m e d ic in es  from  the Indians, to  c iv iliz a tio n . He has p a ssed  a kind of 
l i t e r a l  boundary, although one w ond ers w hether th ese  people who so  
h a rsh ly  condem n another hum an being can be co n sid ered  tru ly  c iv iliz e d .  
A t any ra te , C hillingw orth  c r o s s e s  th is  th resh o ld  in r e v e r se  in m ora l 
te r m s  s in ce  he en gages in  a kind of p r im itiv e  ven gean ce aga in st H e s te r 's  
lo v e r . F ille d  w ith  hatred  and an ger, C h illingw orth  d estro y s  h im se lf  
in h is  attem pt to d estro y  D im m esd a le , for he b eco m es  a p e r so n if ic a ­
tion  of the v ery  e v il  in w hich he p a r tic ip a tes . It is  a lm o st a s  though 
once he b eco m es involved  C hillingw orth  can no lon ger  return  to the
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point of beginning; he is  on an ir r e v e r s ib le  c o u r se .
W akefield , too, when he le a v e s  h is  hom e w ith the in tention  of 
rem ain in g  gone for som e tim e, step s asid e  fro m  the t ie s  w hich bind h im  
to h is  w ife and thus to a p lace as a part of hum anity. H aving stayed  
aw ay for  m any y e a r s , W akefield , through fo rce  of habit once goes to  
h is  own house but is  arou sed  by the scrap in g  of h is  foot on the s tep .
He p au ses  cru c ia lly  at the th resh o ld  - -  'his fa te  w as turning on the 
pivot" - -  but he e sc a p e s . W akefield  l iv e s  nearby , w here he can s e e  h is  
w ife  fro m  tim e  to tim e fro m  a d ista n ce , for  som e tw enty y e a r s . H aw ­
thorne sa y s  he has as lit t le  chance of returning as the dead, for once a 
m an step s  a s id e , he tak es the chance of " losing  h is  p lace fo r e v e r . "
"Like W akefield , he m ay b eco m e, as it  w e re , the O utcast of the U n i­
v e r s e .  " But W akefield fin a lly  d oes return  hom e. Hawthorne sa y s  he 
w ill not fo llow  h im  a c r o ss  the th resh o ld , but it  i s  apparent that he b e ­
l ie v e s  th ings can n ever  be the sam e - -  that W akefield  has d estro y ed  
som eth ing w hich can n ever  be rep laced .
H epzibah Pyncheon, as she p a s s e s  ov er  the th resh o ld  of the 
cen t shop "where the p rojection  of the second  sto ry  and the th ick  
fo lia g e  of the e lm -tr e e , as w e ll as the com m od ities  at the -window, 
crea ted  a so rt of gray  m edium , " w eep s. F o r  h er , th is  is  a step  down 
"from  h er p ed esta l of im aginary rank. P o v er ty  . . . has com e up with  
h er at la s t .  She m u st earn  h er  own food or s ta r v e !"  She is  to be tr a n s ­
form ed  from  a "patrician lady" into a "plebeian  w om an. " It is  not so  bad
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to be able to  give away g o o d ies , but when she is  forced  to take m on ey
for  g ingerbread  fro m  the in sa tia b le  boy, she f e e ls  that an " irrep arab le
ruin" has been wrought. H aw thorne se e m s  a lm o st to sym path ize w ith
h er and adm ire her when he rem ark s:
L ife is  m ade up of m arb le  and mud . . . .
What is  ca lled  p oetic  in sigh t is  the g ift of 
d iscern in g , in th is  sp h ere  of stra n g e ly -  
m ingled  e le m e n ts , the beauty and the 
m a jesty  which are  com p elled  to a ssu m e a 
garb so  sord id  (III, 59).
D esp ite  her d is tr e s s ,  th is  step  is  for H epzibah one which w ill  
lead  to  a kind of new  a w a ren ess , a fu ller  e x is te n c e , a chance to  again  
m in gle  w ith the w orld , break out of the dark p ast. F o r  it  is  a gray  
m edium , a link  w ith the s tr e e t , a connection  w hich m igh t save h er . 
When a cu stom er c r o s s e s  the th resh o ld  of the shop, a lit t le  b e ll r in gs  
in  the inner h ou se , an object w hich  m ak es it im p o ss ib le  for H epzibah  
to continue to ignore the o u tsid e , to rem ain  in what is  con stan tly  r e ­
fe r re d  to as another sp h ere , as if  she w ere  r ea lly  part of a n o -m an 's  
land - -  not fu lly  in the p a st or in the p resen t.
H er f ir s t  cu stom er is  H o lg ra v e , a M aule it turns out, who 
t e l ls  H epzibah that she w ill r ec o v e r  fro m  th is shock w hich she now  
fe e ls  "on the outer verge  of ĵ aj long sec lu s io n . " S t ill, th ose  who en ter  
se e m  to H epzibah to  be in tru d ers into her private  w orld . R ather than 
being connected  w ith a n cestry  and trad ition , she has now becom e  
m e r e ly  an old m aid , "keeper of a cen t-sh o p , " part of a v a s t  m ed io cr ity . 
The trend toward breaking out, begun w ith the cen t shop w ith  H olgrave
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as f ir s t  cu stom er, is  continued when P hoebe appears at the front door. 
Phoebe rep resen ts  a branch of the Pyn ch eon  lin e  w hich is  a sso c ia ted  with  
a ll the fre sh n ess  and hea lth  u su a lly  connected  w ith the rura l. She is  
thus in strong con trast w ith  her surrou ndin gs, the du st, d ecay , and ruin  
of the hou se.
But, even  as a ray  of su n sh in e, fa ll into what 
d ism a l p lace it  m ay, in stan tan eou sly  c re a te s  
for it s e lf  a p rop riety  in being th ere , so did it 
see m  a ltogeth er f it  that the g ir l should be 
standing at the th resh o ld . It w as no l e s s  
evidently  proper that the door should sw ing  
open to adm it h er . The m aid en  lady, h e r se lf , 
stern ly  inhosp itab le in h er  f ir s t  p u rp o ses , 
soon began to fe e l that the door ought to be 
shoved back, and the ru sty  k ey  be turned in 
the relu ctant lock  (III, 9 0 -9 1 ) .
P h oeb e's  en tran ce, which rep re sen ts  the p resen t intruding into the p ast,
i s  s ign ifican t for h er  as w e ll as for  the o th ers who are involved w ith h er .
She has entered  the w orld of sin  and t im e , w here she finds that she can
be u se fu l in helping C lifford  and H epzibah and w here she m atu res enopgh
to a ccep t H o lg ra v e 's  lo v e . So a fu lle r  e x is te n c e  and new  a w aren ess are
in  sto re  for her as w ell a s  for H epzibah , C lifford , and H olgrave.
Having c ro ssed  the th resh o ld s  of sin  and p r iso n , H ester  Prynne  
en te r s  a kind of new  e x is ten ce , too , a lb e it a rather lim ited  one in that 
it  exclu d es the p o ss ib ility  of any kind of m eaningful re la tion sh ip  w ith a 
m em b er of the opposite s e x . She has b een  p laced  beyond the expectation  
of lov in g  and being loved  in  any kind of so c ia lly  acceptab le w ay. But 
h er new ex isten ce  has to do w ith n u rsin g  th ose  who are s ick . B ecau se
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o f her s in , she can p a ss  o v er  cer ta in  th resh o ld s , appearing when th ere is  
s ic k n e ss  a s  if  she can b est function in the m edium  of a darkened h o u se ­
hold . "When sunshine cam e again , she w as not th ere . H er shadow had 
faded a c r o s s  the threshold" (V, 196). It is  in terestin g  to note that 
H e ste r  d w ells  in a cottage by the s e a sh o r e , by the verge  or boundary 
w here w ater m e e ts  land - -  a lm o st betw een  tw o w orld s. It s e e m s  a lm o st  
a s  though H awthorne is  su ggestin g  that the gray-garbed  lady who a c ­
tu a lly  l iv e s  in a kind of neutra l ground or gray area  of e x isten ce  p e r so n ­
i f i e s  the am biguity of good and e v il ,  s in ce  both are contained in  her  
n atu re. Y et there i s  an im p lied  c r it ic is m  in h is  statem ent, "the s c a r le t  
le t te r  had not done it s  o ff ic e ."  H e ster , who engages in specu lative  
thought, has n ever  r ea lly  rep en ted . If her s in  i s  to be seen  on the u n i­
v e r s a l  le v e l  of the O rig inal S in , h ow ever, her fe llo w  human beings have  
no righ t to exp ect sp e c ia l h u m ility  fro m  h er .
M ile s  C o v erd a le , in  The B lith ed a le  R om an ce, s e e s  h is  i l ln e s s
a s  a kind of th reshold :
An avenue betw een tw o e x is ten ce s ;  the lo w -arch ed  
and d ark som e doorw ay, through w hich I crep t out 
of a l i f e  of old co n v en tio n a lism s, on m y hands and 
k n e e s , a s  it  w e re , and gained adm ittance into the 
fr e e r  reg ion  that la y  beyond. In th is  resp ec t, it  
w as lik e  death. And, as w ith death , too, it  was 
good to  have gone through it  (V, 388).
C overd a le  has p a ssed  from  the old w orld  to the w orld  of B lith ed ale,
w hich  he ex p ects  to  be " freer . " Spending m o st of h is tim e  prying into
the a ffa ir s  of o th ers , he fin a lly  should have rea lized  that although the
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w orld  of B lith ed a le  is  in a d ifferen t lo c a le , a kind of w orld  w ith in  a 
w orld , y e t its  people are bound by a ll the p rob lem s under w hich th ey  
lab ored  e lse w h e r e . Though he s e e m s  throughout the ex p er ien ce  to 
r e a liz e  h is  p ecu liar  p ropen sity  to snoop, C overd ale  n ever  r ea lly  d oes  
anything about it; th ere  is  no s ig n ifica n t change in  h is  behavior. H is  
m ethod of ob servation  has enabled h im  to gain a new a w a ren ess  of the 
re la tio n sh ip s of o th ers , but he has not h im se lf  gained any new  in sigh t, 
ex cep t for  h is  a d m iss io n  that he is  in lo v e  w ith  P r is c i l la ,  who m ay  
w ell stand for  the a r tis t ic  m edium .
F in a lly , D onatello  in The M arb le.F aun  c r o s s e s  the boundary 
fro m  inn ocence to  ex p er ien ce , a painful jou rn ey but one w hich lea d s  
to m o ra l grow th. H awthorne d e sc r ib e s  h im  fro m  the beginning as  being  
in  a kind of m iddle sta te , "a natural and deligh tfu l lin k  betw ixt human 
and brute l i f e ,  and w ith  som eth in g of a d ivine ch a ra cter  in term in g led . " 
The m u rd er of the Capuchin i s  the apex of the brute l i f e ,  a fter  w hich  
e ith er  to ta l su rren d er to e v il  or m ovem en t tow ard the d iv in e , w hich  
i s  a s so c ia te d  w ith  accep tan ce of r e sp o n sib ility , m u st take p la ce . D on a­
te llo  su ffe r s  s e v e r e ly  the ex cru cia tin g  pain w hich  i s  u su a lly  connected  
w ith  any kind of b irth  - -  p h y sica l or sp ir itu a l. In h is  return  to  M iriam , 
D on ate llo  show s h is  w illin g n e ss  to  a ccep t the burden of s in  and tim e , 
and fu rth erm ore  the m o ra l grow th w hich  has enabled h im  to  face  the 
co n seq u en ces  of h is  act. B eca u se  of th eir  in vo lvem en t w ith M iriam  and 
D o n a te llo , both K enyon and H ilda ach ieve  a new  a w a ren ess . On the
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fr in g e s  of K enyon's thought and perhaps at a la te r  date in H ild a 's is  the 
haunting su ggestion  m ade by M iriam  that perhaps s in  is  a w ay of r e ­
gain ing the b irthright lo s t  in E den.
Although throughout H aw thorne's w ork boundaries are c r o s se d , 
in  m any in sta n ces  boundaries rem ain . Young Goodman Brow n, fo r  
exa m p le , en tered  the fo r e s t  of ex p er ien ce , partook of the knowledge  
of good and e v il, but, unlike D on ate llo , w as not able to a ccep t again  the 
so c ie ty  from  w hence he ca m e . H ester  and D im m esd a le , too, who can  
co m e togeth er in  the fo r e s t  and be fr e e  for at le a s t  a few  m om en ts of 
the stigm a of the le t te r , cannot c a rry  that rela tion sh ip  back out of that 
w ild e r n e ss . Owen W arland, lik e  h is  w ork, rem ain s on the b ord erlin e  
betw een  the liv in g  and the n o n -liv in g . M iriam , "standing on the u tm ost  
v erg e  of that dark ch a sm  . . . m igh t s tre tch  out h er  hand, and n ever  
c la sp  a hand of th e ir s . " E ven  after H ilda and Kenyon are  reunited , 
w hen th ey  see  M iriam  in  the Pantheon, it i s  said  that she "stood on the 
other side of a fa th o m less  a b y ss , and w arned them  from  its  v e r g e . " 
H epzibah and C lifford  w ill n ev er  o v ercom e what the p ast has done to 
th em . The B lith ed a lers  le a r n  the w orld  cannot be rem oved  fro m  them , 
ev en  though th ey  are rem oved  fro m  the w orld . D esp ite  on e's  b e s t  e f ­
fo r ts , lin e s  w ill a lw ays rem ain , not only betw een p ast and p resen t, 
known and unknown, but a lso  a s  b a r r ie r s  to  com m unication , fo r  the human  
condition  is  at b e s t  one of iso la tio n .
N e v e r th e le ss , H aw thorne su cceed s  again i s  d isso lv in g  the g r o ss
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actu a lity  of fa c t. A ll the th resh o ld s in h is  w ork, rather than being  
actu al on es, are sym b olic  or m o ra l o n es . C r o ss in g  a boundary lin e , 
p a ss in g  a th resh o ld , a lm o st alw ays se e m s  to d e sc r ib e  th e se  sym b olic  
o ccu rren ces  and to  gain sign ifican ce  as it  lo s e s  m a ter ia lity  or ac tu a l­
ity . Another th resh old  not yet con sid ered  is  th at c r o s se d  in  showing  
w hat R ichard C hase c a lls  the "underside" of ex p er ien ce  or c o n sc io u s ­
n e s s ,  the boundary betw een the co n sc io u s and u n co n sc io u s. T h is side  
of ex p er ien ce  is  often d escr ib ed  by H awthorne a s  a kind of sym b olic  
jou rn ey . H ere we turn fro m  H aw thorne's id ea liz in g  the m a ter ia l to 




The w ord "journey" m eans tr a v e l or p a ssa g e  from  one p lace  
to  another, but i t  i s  not lim ited  to  that p articu lar  d efin ition . It m ay  
su g g est a p eriod  betw een tw o sta te s  of being, m oving for exam ple  
fro m  childhood to m atu rity  or the human life  span from  life  to  death.
It m ay a lso  su g g est m oving from  one se t  of attitudes and b e lie fs  to  
another or to s e v e r a l o th ers , and fin a lly , the p a ssa g e  back and forth  of 
thoughts fro m  the co n sc io u s  to the u n co n sc io u s. O bviously, for  l i t e r a ­
tu re , the m o s t  im portant m ean in g of the w ord journey has to  do w ith  
its  sy m b olic  p o s s ib il i t ie s .  It is  a th resh o ld  betw een two s ta te s , and 
m ay be u sed  to d is so lv e  the g r o ss  actu a lity  o f fa c t by enabling the author 
to  em p h asize  the u n dersid e  of ex p er ien ce , that s id e  w hich u su a lly  i s  
ignored  in favor  of the c o n cre te , p ra c tica l sid e o f th in gs.
T his journey p lot app ears often in H aw thorne's w ork s, w hich
reco rd  "m an's dark o d y ssey  in  an a lien  w orld . The actual journey
i s  not r e a lly  im portant, but it s  sy m b olic  im p lica tion s are  cen tra l to
m ean in g . F o r  e x a n ^ le , in  "The L ily 's  Q u est,"  a young couple go
forth  to find a spot not touched by sorro w , a sp ec ia l p lace w here th ey
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can e s ta b lish  a hom e. Unaware that th ere  are no such p la c e s , they  
fin a lly  d isc o v er  one th ey  think is  righ t, only to la te r  le a rn  that the spot 
is  to be m arked  by th eir  own so rro w . L ike the anxious s e e k e r s  for  
the g rea t carb u n cle , for the m o st part p erv er ts  who have no inner  
r e a lity , for  w hom  the carbuncle i s  a " v is ib le  p rojection  of th e ir  d e s ir e s  
and a sp ir a tio n s , " th e ir  w ish  can n ev er  be fu lfilled .
A s M a tth iessen  has sta ted , the m ain  con cern  of rom ance is
the life  w ithin the l i f e .  T h is w as what in tere sted  Hawthorne m o st, "the
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d ram atic  r e a lity  of the is s u e s  of c o n sc ie n c e . " He w as a lw ays involved  
w ith the in te r io r , w as a lw ays fa sc in a ted  w ith  what w as going on insid e  
the m inds of h is  c h a r a c ter s , a lw ays ca refu l to p resen t th e ir  p rob lem s  
fro m  w ithin rath er  than fro m  the ou tsid e . He exp lored  p sy ch ic  p ro ­
c e s s e s ,  had a tend en cy  to plunge into the un dersid e of c o n sc io u sn ess , 
the h ea rt of d a rk n ess , in  order to d e lin ea te  the burden and am b ivalence  
of p erso n a l r esp o n sib ility  in a w orld  w hich  accom m od ates e v il .
So he u s e s  the journey to  d e sc r ib e  sy m b o lica lly  the m ovem en t  
w hich a lm o st a ll h is  ch a ra cter s  m ak e, fo r  b etter  or for  w o r se , toward  
som eth ing w hich th ey  fe e l  w ill be an im p rovem en t. S o m etim es the 
journey lea d s  to d estru ctio n , a perm anen t p erso n a lity  change, or to a 
p o sitio n  fro m  w hich one cannot retrea t; se ld o m  d oes the jou rn ey  r esu lt  
in  any kind of perm anent im p rovem en t. One con stantly  recu rr in g  m otif  
i s  the w ithdraw al and return; another i s  re la ted  to the d ream lik e  and 
m any t im e s  n igh tm arish  q u a litie s  of the jou rn ey  ex p er ien ce , w hich
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su g g e st a kind of d escen t into the su b con sc io u s, a facing  of the b la ck ­
n e s s  w ith in , the kind of b la ck n ess  w hich then pervad es the en tire  life ,  
blotting  out any lig h t w hich m igh t have brightened it.
The w ithdraw al and return  m otive is  apparent in The H ouse of 
the Seven  G a b les, in  which H awthorne a lso  em p loys the c y c le  m o tif in  
that the action  of the p ast is  rep eated . The fa m ily  w heel of fortune  
has turned fu ll c ir c le ,  fro m  poverty  to r ich es  to  poverty . H epzibah, 
who h as withdrawn into the p ast a s  co m p lete ly  as p o ss ib le , is  fo rced  
to  retu rn  v ia  the cen t shop to the m iddle ground betw een the tra d itio n ­
ary  p a st w hich she rep re sen ts  and the p resen t w orld  w hich she r e je c ts .  
H er g rea t d isco m fo rt is  cau sed  by the fa c t that she would ju st a s  soon  
rem a in  in the past, but is  not able to do so  b ecau se  of a poor fin an cia l 
situ ation . C lifford , perhaps d riven  on by m a d n ess , i s  im p elled  to jump  
out the window, to m ake a r id icu lou s le a p  into the "great cen tre  of 
hum anity, " in order to ach ieve  som e kind of reb irth  or rev ita liza tio n . 
P erh ap s he and H epzibah both needed to "take a deep , deep plunge into  
the oc'ean of human l i f e ,  and to sink  down and be co v ered  by it s  p ro -
t
fou n d n ess, and then to e m e rg e , sob ered , inv igorated , r e s to r ed  to the 
w orld  . . . "  But, a la s , C lifford  i s  pulled back by Phoebe and H epzibah,
That the m om ent fo r  m eaningful action  for the two i s  p a st i s  
fu rther rev ea led  by th eir  u n su cc e ss fu l attem pt to go to church one 
Sunday m orning. A s they stand on the th resh old  a fter  returning to the 
h o u se , th ey  r ea lize  what p r iso n e r s  th ey  a re . T h eir  n ext w ithdraw al.
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leav in g  the house when J e ffrey  Pyncheon d ie s , sen ds th em  on a jou rn ey  
from  which th ey  m u st inev itab ly  return . Space cannot provide freed o m  
or esca p e  fo r  th ese  two who have been a ll but d estroyed  by tim e. A l­
though C lifford  sa y s  m an should not confine h im se lf in  "old w orm ‘-eatdn 
tim b er, " he and H epzibah are n e v e r th e le s s  ju st so  confined by what the 
house r ep re sen ts . The journey thus sy m b o lica lly  r ep resen ts  th eir  
in ab ility  to break  co m p lete ly  out of the p a st after such a long co n fin e­
m ent, there to partic ip ate  m ean in gfu lly  in  the p resen t or the future. 
What they cannot do alone, h ow ever, th ey  can do w ith the aid of Phoebe  
and H olgrave, who take the two w ith th em  as they lea v e  the h ou se to  
m ove to J e ffr ey 's  country p la ce , for  th ese  two young people r ep resen t  
th eir  return to the "m agnetic chain  of hum anity, " and th eir  subsequent 
p o ss ib le  redem ption  from  the deadening bonds of the p ast.
D im m esd a le  and H ester  Prynne cannot so  e a s i ly  break th ese  
bonds. T h eir  jou rn ey into the fo r e s t  to g eth er , an en try  into a m o ra l 
w ild ern ess  in  an attem pt to bring som e order out of ch aos, r e su lts  in  
the reve la tion  to both of th em  that th ey  are  not ev er  to be free  th is  side  
of e tern ity . T here th ey  r e a liz e  that P e a r l is  not going to a llow  th em  the 
p riv ileg e  of being true in private when D im m esd a le  r e fu se s  to c la im  
them  in public. But what D im m esd a le  le a rn s  th ere , that C hillingw orth  
is  H e ste r 's  husband, g iv es  h im  the n e c e s s a r y  en ergy  to r ise  above h is  
e a r lie r  p a r a ly s is  and take h is  proper p lace on the sca ffo ld  w ith H e ster  
and th eir ch ild . He had m ade that jou rn ey before, had ascend ed  the
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scaffo ld  at m idnight hoping apparently for som e r e lie f ,  but had not done
it p rop erly  - - i n  v iew  of a ll - -  and th ere fo re  did not ach ieve the d e s ire d
r e s u lt s . Having withdrawn from  the w orld  w here the only r ea lity  he
had w a s the aw aren ess of h is  u n rea lity , he retu rn s capable now of fac in g
C hillingw orth  and d isp osin g  of h is  in fluen ce. If we see  C hillingw orth  as
gu ilt, it  is  apparent that "only by knowing h im , confronting h im  fa ce  to
3
fa c e , is  m ora l growth p o ss ib le . "
Such w as the hard le s s o n  w hich D on atello , too , had to lea rn .
The journey m otif, of c o u r se , runs throughout The M arble F aun, as do 
the w ithdraw al and return, and a scen t and d escen t m otifs; not only have  
the th ree  a r tis ts  m ade a journey to Ita ly , but the fo u r , including D ona­
te llo , wander about R om e, observin g v a r io u s th ings of in ter e st . It 
is  notable that when they v is i t  the ca tacom b s, w hich  are ch a ra cter ized  
by death and d ark n ess, subterranean rep resen ta tio n s  of the ev il human  
h ea rt, M iriam  gets  lo s t .  I t m ay be that Hawthorne i s  suggesting  that 
t h i s  i s  e s se n tia lly  her sp ir itu a l condition, one of being lo s t . The 
d escen t, too, can be taken as sym bolic  of being lo w ered  into the rea lm  
of d ark n ess and sin , or into the depths of e v il  found in  the human h eart. 
When they plan a m eetin g  at the V illa  B o rg h ese , D on atello  c lim b s a 
tr e e , from  w hich vantage point he v iew s M iriam . In h is  p resen t m o ra l 
sta te  of inn ocence, he is  above h er , but note that when she appears he 
d escen d s  and a ligh ts at h er  s id e . T his is  ju st what happens to h im  in  
th e ir  a ssocia tion ; he is  brought down to h er  le v e l  by the cr im e . But
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after the m urder has been com m itted , D onatello  w ithdraw s to Monte
B en i, there to brood over  what has happened, and decid e  what to do
about it . T h ere he a scen d s a tow er w here th ere is  a room  fixed  up
lik e  a bedcham ber. But it  has r e lig io u s  sym bols too , a lm o st a s  if
som eth in g of re lig io u s  su ffer in g , p o ss ib ly  rep en tance, is  to be a sso c ia ted
w ith it . T here are ho ly  em b lem s, a cru c if ix , ho ly  w ater, l it t le  prints
rep resen tin g  the su ffer in gs of C h r ist, and a human sk u ll. E veryth ing
w hich su g g ests  the c o s t  of s in , the su ffering  which gu ilt m ade n e c e ssa r y
but the p ro m ise  of fo r g iv e n e ss  w hich is  n e v e r th e le s s  th ere , is  presen t
in  the room , along w ith the rem in d er , the human sk u ll, of the tran sien cy
of human l i f e .  D onatello  is  enabled b ecause of th is  w ithdraw al and a scen t
to  return to the w orld  w h erein  he m u st a ccep t r esp o n sib ility  for h is  deed.
The new p ersp ec tiv e  gained is  d escr ib ed  in K enyon's w ords as he looks
down fro m  D on a te llo 's  tow er:
How it  stren gth en s the poor human sp ir it  in its  
re lia n ce  on H is p rov id ence, to ascen d  but th is  
l it t le  w ay above the com m on le v e l ,  and so  attain  
a som ew hat w ider g lim p se  of H is d ea lin g s  w ith  
mankind ! He doeth a ll th ings right! H is  w ill  
be done (VI, 298)1
D onatello  has taken a kind of jou rn ey  back into tim e  when he 
retu rn s to Monte B eni and th er e , among other th in g s, con tem p lates the 
s in s  of h is  a n c e sto r s . A s he a scen d s in space (tow er), he g o es  back  
in  tim e . T h is w ithdraw al has g iven  h im  the n e c e s s a r y  stren gth  to  
return  to M iriam , to accep t h is  part in the c r im e .
H ilda, too , has withdrawn - -  but h er  w ithdraw al is  connected
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w ith a d escen t. She d escen d s fro m  h er  tow er to d e liv er  M ir ia m 's
package, an act w hich can be a sso c ia te d  w ith  her com ing down som ew hat
fro m  her a lo o fn ess  concern in g  M ir ia m 's  c r im e . But she cer ta in ly
d o es  not d escen d  far  enough to a ccep t the v iew  orig in a lly  vo iced  by
M iriam  and la te r  by Kenyon that the m u rd er is  a kind of r e -en a ctm en t
of the arch etypal fa ll . N ev erth e less ,, the change in D onatello  i s
aston ish in g . M oral growth had taken p la c e . Hawthorne says:
The e ffe c t of th is  hard le s s o n , upon D on atello 's  
in te lle c t  and d isp o s itio n , w as v e r y  str ik in g . It 
w as p ercep tib le  that he had a lrea d y  had g lim p ses  
of strange and subtle m a tter s  in th ose  dark  
c a v er n s , into w hich a ll m en  m u st d escen d , if  
th ey  would know anything beneath the surface and 
i l lu s iv e  p le a su r es  of e x is te n c e . And when they  
e m e r g e , though d azz led  and blinded by the f ir s t  
g la re  o f daylight, th ey  take tru er  and sadder v iew s  
of life  fo r e v er  a fterw ard s (VI, 302).
T here a re  th o se , h ow ever, who rather than taking sadder and 
tru er  v iew s of l i f e ,  go to  the ex trem e  of see in g  nothing but d ark n ess  
and being overw h elm ed  by i t .  R .W .B . L ew is  h as said the c h a r a c te r ­
is t ic  situation  of H aw thorne's f ic tio n  is  that of an "E m ersonian  fig u re , 
the m an of hope, who by som e frigh tfu l m isch a n ce  has stum bled into  
the tim e-b u rd en ed  w orld  of Jonathan E d w ard s. " The ch a ra cter  i s  then  
confronted w ith  a ch o ice  w hether to  a ccep t th is  w orld he has fa llen  into  
or run away. T h is accou n ts for  the m ovin g  fro m  v illa g e  to  fo r e s t ,  c ity  
to  country, "for th ese  are  the sy m b o ls  betw een  w hich the ch o ice  m u st  
be m ade and the m ea n s by w hich m o r a l in feren ce  is  con verted  into
4
dram atic  action . " Young G oodm an B row n jou rn eys at su n se t into
155
the fo r e st  w here he is  in itia ted  into d esp a ir . H is w ithdraw al m ay  be 
seen  as an attem pt to im m er se  h im se lf  in e x p e r ie n c e , but he is  unable 
to  accep t am biguity, cannot b e liev e  in  both the F a ith  in the town and the 
F aith  in the fo r e s t . So, when he retu rn s to S a lem  v illa g e , he h as b e ­
com e a gloom y, darkly m ed ita tive  crea tu re , who can see  no good in  
anybody. Sp iritu a lly , he s e e s  everyth in g  as though he w ore a black  
v e il  lik e  P a rso n  H oop er's .
Ethan Brand, too , s e e s  the w orld fro m  the p ersp ec tiv e  of a 
sin fu l heart. W ith good in ten tion s, he had le f t  hom e to sea rch  for  the 
unpardonable s in , but is  d riven  in upon h im se lf  w hen he d isc o v e r s  it 
in  h is  own bosom . H is w ithdraw al resu lted  in  h is  in ab ility  to  return  
to  anything ex cep t the k iln  into w hich  he jum ps head f ir s t .  The d escen t  
into the flam ing k iln  is  s im ila r  to jum ping down o n e 's  own th roat, and 
rep resen ts  sy m b o lica lly  a kind of fa llin g  in upon o n e 's  se lf  w hich is  
what happens to Brand. H is w ithdraw al, return , and d escen t a ll  
sy m b o lize  B rand's inner e x p er ien ce , h is  p sy ch o lo g ica l condition of 
gu ilt and d esp a ir .
Although it  cannot be s tr ic t ly  sep arated  fro m  the w ithdraw al 
and return m otif, the journey m ay  a lso  be see n  as a d escen t into the 
depths of the s e lf ,  a tr ip  into the r ea lm  of the u n co n sc io u s. E m erso n  in  
"Self-R elian ce"  c a lls  for  com m union w ith the "aboriginal s e lf ,"  a 
com m union w hich Thoreau perhaps ex p er ien ced  at W alden Pond. W hit­
m an, d iscu ssin g  h is  sp ir itu a l d evelopm ent, sa y s  "1 tram p a perpetual
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jo u r n e y /c o m e  lis te n  a ll!  /M y s ig n s  are  a ra inproof coat, good sh o es , and 
a sta ff cut fro m  the w oods. " P o e , too , ex p lo res  hidden labyrin th s of 
the in ter io r , u sin g  the d ream  a s  d ram atic  stru ctu re . H is n a rra to rs  in  
"The F a ll of the H ouse of U sh e r ,"  and "Ulalum e" sa y  th ey  are jo u rn ey ­
ing over  strange la n d sca p es . M e lv ille 's  Ish m a el, w ith  the "damp, 
d r iz z ly  N ovem ber" in  h is  sou l, says it  is  "high tim e to get to sea . " 
H aw thorne, w hose ta le s  are " p sych o log ica l stru ctu res  w ith  ob jects , 
p la c e s , or ch a ra cters  functioning sy m b o lica lly , lead in g  the read er  not
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outward into the w orld  of r e a lity  but inw ard into the m a z e s  of the m ind, " 
has Young Goodman Brow n and R obin M olineux go on jou rn eys w hich  
s e e m  to m erge  n ightm are and rea lity . H is or ien tation  s e e m s  to  be 
one in w hich fa c t is  ex tern a l and truth in tern a l,  ̂ a point w hich f it s  in  
w ith what L ucas d e sc r ib e s  a s the fundam ental quality  of ro m a n tic ism  - -
7
"a lib era tio n  of the l e s s  co n sc io u s  le v e ls  o f the m ind. "
H aw thorne's w as a haunted m ind, w hich  at t im e s  perhaps  
wanted to sh r iek , "O God! I could  be bounded in  a n u tsh ell and count
g
m y s e lf  a king of in fin ite  sp a ce , w ere  it  not that I  have bad d rea m s. " 
A ccord in g  to Jung, the d ream  i s  the m o s t  e ffec t iv e  way of becom ing a c ­
quainted with the u n con sc iou s b eca u se  it  contain s both co n sc io u s and 
u n con sc iou s m a ter ia l a s  w e ll a s  fa m ilia r  and u n fam iliar  e lem en ts . The  
arrangem en t of th ings stands outsid e ca u sa lity , and th ere  are  no sp a c e -  
tim e  l im it s .  It i s  rather lik e  a hidden door in the " in nerm ost and m o st  
s e c r e t  r e c e s s e s  of the sou l, opening into that c o sm ic  night w hich w as
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p sych e long b efore th ere  w as any ego  c o n sc io u sn e s s , and w hich w ill 
rem ain  psyche no m atter  how far out ego c o n sc io u sn ess  m ay e x ­
tend . . . .  A ll co n sc io u sn ess  sep a ra tes; but in d ream s we put on
the lik e n e s s  of that m ore u n iv er sa l, tr u e r , m ore e tern a l m an d w ellin g
9
in  the d ark n ess of p rim ord ia l night. "
Jacob i d e scr ib e s  in Jungian te r m s  how the contents of the u n ­
c o n sc io u s  em erg e  in  d rea m s. When the th resh o ld  of c o n sc io u sn ess  
s in k s , the contents of the u n con sc iou s a scen d  in  d rea m s, w here th ese  
conten ts are  p erce iv ed  and held fa s t  by c o n sc io u sn e ss . The m eaning of 
the v a r io u s  contents i s  in v estiga ted , c la r if ie d , in terp reted , co m p re­
hended and g iven  its  p lace in the to ta l p sy ch ica l situation  of the in d i­
v id u a l, w here the individual a ccep ts , d ig e s ts , and a s s im ila te s  the 
m eaning found. T his m eaning is  in tegrated  into the psyche w here it 
b eco m es  a p iece  of in stin ctiv e  know ledge.
H awthorne tr ie s  to d e scr ib e  what happens in th ese  m om en ts  
betw een  s lee p  and waking when the contents of the co n sc io u s  m ind and 
u n con sc iou s m in g le . In "The Haunted M ind, " for  exam p le , he brings  
up the p o s s ib ility  that at night, in  d rea m s or r e v e r ie s  or m e m o r ie s  of 
p ast g r ie fs  or s in s , one tak es a kind of jou rn ey  into the su bconsciou s  
w hich c a u se s  h im  to  fe e l  sham e at som e "act of enorm ous fo lly . "
It i s  a lso  in  th is  r ea lm  of the d rea m  that one m ay confront 
what Jung c a lls  the Shadow, the p erso n a l dark p erso n ifica tio n  of the 
con ten ts of the p sych e not yet liv ed , exclu ded , re jec ted , r ep re sse d .
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g en era lly  the dark in everybody. He says in P sy ch o lo g y  and R e lig io n , 
"everyone c a r r ie s  a shadow, and the le s s  it  i s  em bodied in the in d i­
v id u a l's  co n sc io u s l i f e ,  the b lack er and d en ser  i t  i s ."  F u rth er , "a 
m ere  su p p ression  of the shadow is  a s lit t le  of a rem ed y  as it  i s  b ehead­
ing against headache . . . .  W hen an in fer io r ity  is  co n sc io u s  one 
alw ays has a chance to c o r r e c t  it  . . . But when it  is  r e p r e s se d  and 
iso la ted  fro m  c o n sc io u sn e ss , it  can n ever  be c o rrec ted .
The journey of Young Goodm an Brown h as m any q u a lities  
w hich a sso c ia te  it  w ith d rea m s - -  n igh tm ares actu a lly . That h is  own 
Shadow is  involved  h ere , a s  w e ll a s  F a ith 's , is  apparent from  the s ta te ­
m ent that the d e v il's  argum ents seem ed  to spring up in  B row n 's own 
b osom  rather than to be s tr ic t ly  the d e v il's  su g g estio n s . A fter  a ll, he 
has been in the forest for a w hile before he r e a liz e s  F a ith  is  th ere . 
F u rth erm ore , he is  n ever r e a lly  su re  she is  actually  th er e . P erhaps  
h is  own dark thoughts have held  sw ay over  h im  and convinced h im  that 
h is  own d ark n ess i s  shared by the o th ers who he thinks are in  the fo r e s t . 
Brow n cannot face  h is  Shadow, that dark part of e x is ten ce  w hich is  in  
everybody, and is  th erefo re  d estro y ed  by it. B row n 's d ark n ess m ay  
be seen  as h is  un con sciou s into w hich, w hile involved in the dream , he  
has had a peep . He i s  unable to attain the w h o len ess  o f p erso n a lity  
w hich is  p o ss ib le , accord in g  to Jung, "when a ll the p a ir s  of o p p osites  
are d ifferen tia ted , when the two p arts  o f the to ta l p sy ch e , the co n sc io u s  
and u n con sc iou s, are joined togeth er  and stand in  a liv in g  re la tio n  to
159
1 2one another, " H aw thorne's neutra l ground of the sp ir it . Jung b e ­
l ie v e s  that confronting on e's  shadow m ean s to becom e u n sp arin gly  
c r it ic a lly  co n sc io u s o f on e's  own n atu re. It is  d ifficu lt for  one to  
r e a liz e  th is  shadow is  part of him ; som e would rather rem ain  in  the 
sh e lter  of illu s io n s  of n e u r o s is . But, he continues:
H ow ever b itter the cup m a y  be, it  can  be spared  
to no on e. Only when we have lea rn ed  to d i s ­
tin gu ish  o u r se lv e s  fro m  our shadow, accepting  
its  r e a lity  a s a part of our being and rem ain ing  
alw ays aw are o f th is  fa c t, can  the encounter  
with the other p a irs  of p sy ch ic  op p osites  
su cceed .
Brown could have accep ted  F a ith 's  shadow had he been able to a ccep t  
h is  own.
Hawthorne e x p r e s s e s  again  in "The Haunted Mind" p retty
m uch what Jung is  saying concern in g the Shadow:
In the depths of e v e r y  h eart th ere  is  a tom b  
and a dungeon, though the lig h ts , the m u sic , 
and r e v e lr y  above m ay  cau se  u s  to  fo rg e t th eir  
e x is te n c e , and the buried o n es , or p r iso n e rs , 
whom th ey  h id e. But so m e tim e s , and o ften est  
at m idnight, th ese  dark r e c e p ta c le s  are flung  
wide open (I, 345).
The dream , the la te -n ig h t r e v e r ie , the tim e of shadow s s e e m s  to be
the tim e when haunted thoughts e m e rg e .
W hether P a rso n  H ooper had bad d rea m s, Hawthorne d o es  not
say . But we have the v is ib le  proof that som e n ightm are has engulfed
h im . Although h is  " m yster iou s em blem " g iv e s  h im  g rea t pow er ov er
so u ls  in  agony for s in , it  im p riso n s h im  in  h is  own h eart, a p lace
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Hawthorne c a lls  "the sa d d est of a ll p r iso n s . " O verw helm ed by h is  own
Shadow, H ooper is  im p elled  to take on an outward sign  of gu ilt, one
w hich  d r iv es  everybody away fro m  h im , settin g  a boundary no other
hum an being d a res  c r o s s .  A s Adkins h as explained  it , "m an's own
p erso n a lity  in H aw thorne, a s  w e ll as in  m od ern  p sychoanalytic  th eory ,
p la c e s  a g rea ter  l im it  on the in d iv id u a l's  h ea lth , hap pin ess and a ch ieve  -
14m en t than d oes any ex tern a l fo r c e . " Y et, H ooper is  able to  c a s t  the  
dark shadow of h is  b e lie f  over  other in d iv id u als so that even  "the 
le g is la t iv e  m e a su r e s  of that y ear  w ere  c h a ra cter ized  by a ll the g loom  
and p iety  of our e a r l ie s t  a n c e stra l sw ay . " F in a lly , he rem ark s at the 
end that he s e e s  b lack  v e i ls  on everybod y. H ooper has r ea lly  m is s e d  
the w hole point; th o se  who u rge h im  to  rem ove h is  v e il  are  not n e c ­
e s s a r i ly  im p lying that th ey  are fr e e  fr o m  s e c r e t  s in , in tern a l d a rk n ess , 
but rather m a y  be try in g  to  convince h im  that s in ce  the shadow is  a p art 
of a ll  m en, it  is  not n e c e s s a r y  for  h im  to  s e t  h im se lf  up as  an exam ple  
ju st to avoid being ca lled  a h yp ocr ite .
One w onders if  the sp ectre  who haunts M iriam  in  The M arble  
Faun cannot be taken as an im age of w hat Jung had in m ind when he 
re fer re d  to the shadow . H e s e e m s , f ir s t ,  to  have a kind of t im e le s s  
quality . In the painting of the A rch an gel M ich ael w ith h is  foo t on the 
dem on, the fr ien d s note that the fa ce  of the dem on is  M ir ia m 's  m o d el, 
playing the d em on 's part in  a p ictu re tw o cen tu r ies  old. F u rth er , he is  
seen  in the subterranean  ca tacom b s, in  the lo w er  reg io n s. C onfronted
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by Kenyon, the sp ectre  sa y s  he h as been w andering 1500 y e a r s .
Inquire not what 1 am , nor w herefore  I abide 
in  the d a rk n ess . H enceforth , 1 am  nothing  
but a shadow behind h er  fo o tstep s . She cam e  
to  m e w hen I sought h er  not. She has ca lled  
m e forth , and m u st abide the con seq u en ces of 
n y  reap pearan ce in  the w orld (VI, 46).
I f he d oes r ep resen t the Jungian Shadow, it  i s  apparent that M iriam  
cannot face  h im  and that she w ants to be rid  of h im . T here i s  no w ay  
for  h er  to l iv e  w ith h im . D on atello  in  com m itting  the m u rd er is  r e ­
fu sin g  to to lera te  the shadow , too , but finds that when he has k illed  
h im , the shadow b eco m es m o re  in to lerab le . Inevitab ly , b ecau se  he 
has tr ied  to d estro y  the shadow without, he m u st put up ivith the 
shadow w ith in , the d a rk n ess w ith in  h im  w hich m ade h im  com m it the 
a ct in the f ir s t  p lace . D onatello  d o es  in the end what Jung in s is t s  upon:
The m an . . . who ta k es  unafraid the 'way within' 
and fo llow s it  cou ra g eo u sly , overcom in g its  dan­
g e r s , to  the end w ill  be able a lso  to take the 'way 
without, ' into the w orld  of ex tern a l r ea lity , w ith ­
out fear; he w ill m a s te r  the dem ands of l i f e  in the 
c o lle c t iv e  w ith  the help  of h is  abundant to o ls  for  
contro llin g  nature and w ill neither lo s e  h im se lf  
in the lab yrin th  of the inner way nor go under as  
a so u lle s s  crea tu re  in  the anonym ous crow d, but 
w ill r e sc u e  the w orth  of h is  p erso n a lity  h ere  as  
th ere .
D on atello  i s  saved  by returning to M iriam  to  fa ce  the punishm ent w hich  
he has com ing. H is sp ir itu a l grow th dem ands that he su ffer  for  h is  
w rong.
P o ise d  as D on atello  w as betw een the childhood w orld  of in ­
n ocen ce and the adult w orld  of e v il  i s  Robin M olineux. What happens
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to h im  is  quite d r e a m -lik e , but s t i l l  v e ry  v iv id . He thinks of h is  p a s t  
hom e and w onders w hether he i s  th ere  or h ere . H is  m ind "kept 
vibrating, betw een fan cy  and rea lity ; by tu rn s, the p il la r s  of the balcony  
lengthen ed  into the ta ll , bare s te m s  of p in es, dw indled down to human  
f ig u r e s , se ttled  again into th eir  true shape and s iz e , and then com m enced  
a new  s u c c e s s io n  of changes" (111, 633). Robin i s  betw een  two w orld s - -  
that com fortab le  one of the p a st, and th is  confusing, b ew ild erin g  one 
w here appearance and rea lity  se e m  to m erge  in such  a w ay that it  is  
im p o ss ib le  for  h im  to te l l  what i s  going on. It i s  su g g ested , h ow ever, 
that Robin w ill not be engulfed by h is  d isappointm ent when he r e a liz e s  
that h is  k insm an i s  in d isg r a c e , for  another m an a d v ise s  h im  to stay  
and try  to e s ta b lish  h im se lf  anyway.
Two o th ers , who are engulfed by the shadow , are  Reuben  
B ourne and Ethan Brand. Bourne cannot function in  any m eaningful 
w ay after  lea v in g  h is  fa th e r -in -la w  behind in the w ild e r n e ss  to  d ie , and 
fin a lly  ends up k illin g  h is  own son  to  attain exp iation . B rand, of c o u r se , 
as he v ie w s  the shadow in  h is  own h ea rt, finds s e lf  d estru ctio n  to be the 
only  w ay out.
Arthur D im m esd a le  th inks s e lf  torture w ill som ehow  purify  
h im  fro m  the shadow of h is  e r r o r , but he is  unaw are that gu ilt in  the 
p erso n  of R oger C hillingw orth  d w ells  w ith h im . H e ste r  is  not so  plagued  
b ecau se  she acknow ledges her gu ilt, openly ad m its v io la tin g  the so c ia l  
code. A ctu a lly , D im m esd a le  i s  try in g  to r e p r e s s  the shadow, thus
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m aking it  m ore  horrib le  and m uch m ore  harm fu l. T h is r e fu sa l to  
r eco g n ize  the shadow is  what m ak es h is  l ife  seem  u n rea l to h im i the  
shadow  is  part of rea lity .
Ja ffrey  Pyncheon of The H ouse of the Seven  G ables a lso  r e fu se s  
to  look  w ithin w here a v a s t  d ark n ess e x is t s .  He h as a p leasan t outward  
appearance to a ll th ose  who m e e t  h im  on the s tr e e t , is  apparently  
popular or pow erful enough to be in the running for  the nom ination  as  
candidate for  govern or, s e e m s  to be a com p lete  s u c c e s s .  D e sp ite  the 
a n cien t c u rse  and the fa c t  that it  has taken it s  to ll o f F yn ch eon s, J a ffrey  
lau gh s about the reg ion  of h is  th roat, w hich is  sym b olic  of h is  r e fu sa l 
to  look  inw ard. N e v e r th e le ss , he i s  d riven  inward by the fa c t that h is  
true s e lf  e m e r g e s . One m ay  f le e  as H e ster  and C lifford  do, but again  
lik e  them , m u st even tu a lly  return . "We m ay p resen t to o th ers an 
a sp e c t of lig h t, but if  our so u ls  be dark, even tually  we are  d r iv en  in  
upon o u r se lv e s;  if  not in th is  w orld , then in the next.
N orthrop F ry e  has sa id  that the rom antic u s e s  "within" m e ta -
17p h ors rather than "up there" or "out there" m etap h ors. H aw thorne  
w as cer ta in ly  in tere sted  in the inner l i f e ,  w hich could be p resen ted  
b e s t  through the m ed iu m  of rom ance and by the u se  o f sy m b o lism . In 
m an y of h is  w ork s, w e have seen  that the sym b olic  jou rn ey i s  s ig n i­
fic a n t in  p resen tin g  the u n d ersid e  of ex p er ien ce . W ithdraw al and return , 
a sce n t and d escen t a ll have to do w ith  som e kind of m o ra l action  or  
p sy ch o lo g ica l developm ent; the. ço n sc io u s  -u n con sciou s re la tio n sh ip , or
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the looking w ithin, co m es to the fo re  in a kind of d rea m  settin g  or tw i­
lig h t a rea  of human ex p er ien ce . The object for H aw thorne is  to  d i s ­
so lv e  the g r o ss  actuality  of fa c t, and he is  su c c e ss fu l b eca u se  the  
journ ey is  p resen ted  w ithout its  co n crete  and p ra c tica l a sp e c ts  and is  
s ig n ifica n t p r im a r ily  in  te r m s  of what i t  sy m b o liz e s . In the next  
ch ap ter , w e w ill con sid er  how H awthorne a cco m p lish es  the sam e thing  
by h is  u se  of sym b olic  se ttin g s .
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CHAPTER V n
SYMBOLIC SETTINGS
A s e a r lie r  m entioned , F ry e  in d ica tes that the m etap h orica l 
stru ctu re  for the rom antic is  in sid e  and downward in stead  of outsid e  
and upw ard. The crea tiv e  w orld  for h im  is  deep w ith in . Jung h as said  
that l i f e  p ro ceed s on d ifferen t p lan es - -  m a ter ia l, sp ir itu a l, b io lo g ica l, 
p sy ch o lo g ica l, and that th ese  m ay r e f le c t  each  other in an a log ies; the 
su n r is e , fo r  exam ple, m ay  rep resen t a p a ra lle l to the awakening of 
c o n sc io u sn e s s . G en era lly , Jung b e lie v e s , the only eq u iva len t of the 
w orld  w ith in  i s  the w orld  w ithout, and ju st a s  th is w orld  i s  reached  
through the m edium  of the body, so  the other is  reach ed  through the 
m ediu m  of the p sych e.
M any w r ite r s  have built cou n terp arts to  th e ir  inner v is io n s ,  
u sin g  v a r io u s th ings in the outside w orld  to r ep re sen t p sy ch o lo g ica l 
sta te s  or sym b olica l a c tio n s . S p en ser 's  "Wood of E rror"  i s  a good  
ex a m p le , a s  are m any other sc e n e s  fro m  a lle g o r ic a l w o rk s. The 
lan d scap e  of the psyche h as been  apparent too  in the w ork s of th o se  
lik e  E dgar A llan  Poe and N athaniel H aw thorne. B ew ley  sa y s  H aw -
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thorne "projects the inner m o ra l or p sy ch o lo g ica l tra v a il outward into
a w orld  of ex tern a l sy m b o ls . Unable to a ccep t the m e r e  su rface  of
e x is te n c e , Hawthorne has a lso  taken as h is  te rra in  the land scape of the
p sy ch e , w hich puts h im  in the com pany of other A m erican  ro m a n tics ,
for  w hom , "whether exp lorin g  the h il ls  of heaven  or the p its  of h e ll,
2
the land scape l i e s  w ith in . " It m u st a lso  be rem em b ered , how ever, that 
although Hawthorne w ants to read a m eaning into the lan d scap e , he a lso  
w ants to  find it  th ere .
In "The H ollow  o f the T hree H ills"  we find a v iv id  d escr ip tio n  
of the sce n e . O bviously , the h il ls  r ep re sen t the th ree  human t ie s  
broken by the lad y . She had brought d ishonor to h er  p a ren ts , broken  
her vow s to  her husband, and le ft  h er  ch ild  to d ie . The brown g r a ss ,  
decayin g  tr e e s , decayed  oak, and stagnant pool are a ll sym b o lic  o f her  
m o ra l d ecay , provid ing an apt settin g  to rep re sen t h er  inner rea lity .
She is  haunted by the p ast enough to see k  the w ith ered , shrunken, 
d e c re p it  w itch -lik e  w om an in  an attem pt to d isc o v er  what she has done. 
The know ledge i s  too m uch for h er  - -  "But when the old wom an s tir re d  
the kn eelin g  lady, she lifted  not her  head" (I, 233).
Like th is  sym b olic  lan d scap e , the fo r e s t  in  "Young Goodm an  
Brown" m ay rep re sen t h is  h ea rt, w hich is  populated by fien d s. Brow n  
is  surrounded by the sam e kind of d a rk n ess  w hich  c h a r a c te r iz e s  h is  
d i m , , o p t ic a l- illu s io n  v iew  of rea lity . The w hole settin g  su g g ests  the 
kind of doubt w hich ev en tu a lly  ib enough to overw h elm  Brow n, m aking
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him  incapable of functioning in so c ie ty  in  any accep tab le  w ay. We are  
to ld  that he "thinks" he h ea rs  the v o ic e s  of the deacon and m in is te r ,  
but th eir  shadow s do not in tercep t the Ught. When the cloud w hich  c o n ­
ta in s  babbling v o ic e s  g o es  floating  by, he "thinks" he h ea rs  the v o ic e s  
of som e of the tow nspeople; he a ssu m es  the pink ribbon w hich flo a ts  
down belongs to F aith . F in a lly , he knows not w hether she obeyed  h is  
adm onition to look  up to heaven  and r e s is t  the w icked one. When the 
flo o c  of doubt fin a lly  overtak es h im  in the dark and d rea ry  fo r e s t . Brow n  
g o es  mad and is  h im se lf  the m o st frighten ing crea tu re  th ere . He 
show s h im se lf  to be a s d ense as the fo r e s t  fo lia g e , unable to fo llow  the 
path h is  own rea so n  should have m ade v is ib le .
Such sp ir itu a l geography is  a lso  apparent in  The H ouse of the 
Seven  G ab les, a w ork w hich in terestin g ly  u se s  the s e a so n s , the shop being  
opened in m id -su m m er , the ju dge's death being fo llow ed  by a s to rm , 
and the departure from  the house taking p lace w hile  som e autumn 
le a v e s  are s t i l l  on the e lm . The house se e m s  a lm o st hum an to  H aw ­
thorn e. Its  outward and inw ard appearance sym b olize  the m o r a l ruin  
w hich is  the cen tra l them e of the w ork. In addition to the d ecayed , dark  
h ou se , there is  the white ro se  bush w ith a blight a t its  h eart, lik e  the 
Pyncheon fam ily; the "vagrant and la w le s s  p lan ts, " lik e  Ja ffrey  who, 
in  addition to h is  other in fra ctio n s, ig n o res  the law  of b a sic  hum anity; the 
ch ick en s, products of inb reedin g, exem p lary  of a "degenerated  race"; 
and the w e ll w ith b rack ish  w ater , w hich dates back to the e a r ly  h is to r y
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of the house; "after the w orkm en began th eir  op eration s, the spring  
of w ater . . . e n tire ly  lo s t  the d e lic io u sn e ss  of its  p r istin e  quality"
(111, 2 2 -2 3 ). The house and its  surroundings then are quite ob viou sly  
sym b olic  of the blighted fam ily , a lm o st a ll  of w hose rem ain ing m em b ers  
show  the e ffe c ts  of the corruption  began by an e a r ly  a n cesto r .
H epzibah and C lifford  e sp e c ia lly  are decayed  rem n an ts. Unable 
to function in  the outer w orld , they are n e v e r th e le ss  d riven  into it  by 
J e ffrey 's  death in the h ou se . F righ ten ed  and d ism ayed , H epzibah fo l­
low s C lifford  in h is  jou rn ey  away fro m  the past and a ll it r ep re sen ts .
The v io len t sto rm  not only m ak es it p o ss ib le  for them  to wander down 
the s tr e e t  a lm o st unnoticed, but i s  a lso  a d irec t p a ra lle l to what is  
taking p lace in th eir  l iv e s  at th is m om ent; th ey  are involved in an 
em otion al storm , a fr igh ten in g ly  sudden catapult into the unknown, pre^  
pared to m ee t th eir  prob lem  only w ith shaky, a lm o st n o n -ex isten t inner  
r e s o u r c e s .
The sto r m  is  in terestin g  too b ecau se  it  tak es p lace on the night 
when Judge Pyncheon, who i s  con stan tly  a sso c ia ted  w ith the sun, h is  
sunshiny sm ile , e t c . , s it s  dead in  the a n c e stra l ch a ir . The fa c t that 
the next m orning the w orld  is  w arm ed by sunshine su g g ests  the kind of 
sym b olic  re la tio n sh ip s w e find in  Shakespeare w here order on a ll le v e ls  
i s  a sso c ia te d  w ith natural ord er, i . e . ,  good w eather. P erh aps H aw ­
thorne is  im p lying that som ething storm y  and v io len t has gone out of the  
Pyncheon h ou se , that now it  m ay be p o ss ib le  for  H epzibah and C lifford
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to  c a s t  off the bonds of the p ast. F u rth erm o re , A lic e 's  p o s ie s  b loom  
on that sam e m orning. A lic e  Pyncheon , who w as the la s t  Pyncheon  
g r iev o u sly  w ronged by a M aule, planted the p o s ie s  w hich sym b olize  
the b light at the h ea rt of the fa m ily . Now th ey  taKe^on a new  r o le , 
sym b oliz in g  the forth com ing  lo v e  of H olgrave and P h oeb e. "They w ere  
flaunting in  r ich  beauty and fu ll bloom  to -d a y , and seem ed , a s  it w ere , 
a m y stic  e x p r ess io n  that som eth ing w ithin the house w as consum m ated"  
(III, 338).
A nother flow er ta k es  on s ign ifican ce  in The S ca r le t L etter  - -
the red  r o se . B loom ing righ t outside the p r iso n  fro m  w hich H ester
P rynne e m e r g e s ,
the r o se  is  p ity ing nature, as the p r iso n  is  
p it ile s s  m an. The ro se  is  a lso , h ow ever, H e s ­
ter  P ryn n e, a red  r o se  aga in st the gray P uritan  
background; and th erefore  it is  the s c a r le t  l e t ­
te r , the natural p a ss io n  w hich the p r iso n  e x is t s  
to q u ell. B es id e  the fo r tr e s s - l ik e  p r iso n  the r o se  
se e m s  p itiab ly  fr a il ,  but it  i s  stron g  w ith the 
pow er of natural v ita lity . ^
It m ay  be see n  as an exam p le , accord in g  to F e id e lso n , o f how the P u r i­
tans im p riso n  nature. The p r iso n  is  ca lled  the "black flow er" of
4
th e ir  town; perhaps the red  flow er r ep resen ts  natural a ffection . P e a r l,  
to o , is  a sso c ia ted  w ith i t  in  the s e n se  that she i s  the s c a r le t  le t te r  in ­
ca rn a te , the product of the natural a ffection  w hich the r o se  sy m b o lize s . 
O ther f lo w e r s  and w eed s r e f le c t  the m o ra l sta tu s of ch a ra cter s  in  The 
S c a r le t  L e tter . C h illingw orth  is  a sso c ia te d  w ith  w eed s. P e a r l w ith  
other f lo w e r s , H e ster  a s betw een  the burdock and the r o se , and
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D im m esd a le  w ith  no grow ing thing.
P e a r l has a c lo se  affin ity  w ith  n ature, w hich  apparently  is  
p o ss ib le  b ecau se  nature is  a sso c ia te d  w ith  the w ild  la w le s s n e s s  she  
p e r so n if ie s . W ild crea tu res  se e m  to fe e l  a c lo se  k insh ip  w ith h er . In 
the fo r e s t , she see m s  to be m o re  at hom e than anyw here e ls e .  But 
that sam e fo r e s t  has quite a d ifferen t e ffe c t  on H e ster  as she g o es  th ere  
to m eet D im m esd a le . T here is  a footpath lead in g  into it , w hich "straggled  
onward into the m y ste r y  of the p r im ev a l fo r e s t . T h is hem m ed it in so  
narrow ly , and stood so black and dense on e ith er  s id e , and d isc lo se d  
such im p erfec t g lim p se s  o f the sky above, that, to  H e s te r 's  m ind, it  
im aged  not a m is s  the m o ra l w ild e r n e ss  in  w hich she had so  long been  
wandering" (V, 220). F u rth erm o re , the day is  c h ill and som b re, and 
even  the sunlight w ithdraw s as H ester  app roaches it.
W hile in  The S c a r le t  L etter  and "Young G oodm an Brown" there  
is  the su ggestion  that e v il d w e lls  in the fo r e s t  or w i ld e r n e s s , . th is  is  
r e v e r se d  in "My K insm an, M ajor M olineux. " H e re , the c ity  r ep resen ts  
the m o ra l tangle in  w hich R obin b eco m es en m esh ed , w h erea s h is  country  
hom e rep re sen ts  innocence and som e kind of m o ra l o rd er . When he 
thinks about h is  fa m ily  on a ty p ica l even in g  getting read y fo r  bed, 
everyth in g  se e m s  to  be q u ietly  e ffic ien t, organ ized , p ea cefu l. H ere  in 
the c ity , Robin finds only confu sion , b ew ild erm en t, am biguous people  
and o c cu rr e n c es . It is a kind of n igh tm arish  w orld  w here ap p earan ce- 
r ea lity  m in g le , w here he is  confronted  by a m an w hose fa ce  is  w eird ly
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black and red . He fe e ls  am ost as if  he is  being w hirled  around, bounced  
back and forth  betw een what is  and what se e m s  to be, unaw are until the  
v e r y  end that a kind of grotesq u e parade w hich tak es p lace w ill have a s  
it s  cen tra l featu re  the ta rred  and fea th ered  figu re  of h is  sou gh t-for  
kinsm an.
Another s ig n ifica n t sym b olic  settin g  is  found in the Ita lian  
background of The M arble F aun. Von A b ele , who c a lls  Rom e a "chaotic  
junkyard of c iv iliz a tio n , " sa y s  that the c ity  se e m s  to be filled  w ith  
s te r il ity .  ̂ T his com m ent overlook s the fa c t that R om e, r ich  in  sy m ­
b o lica l a sso c ia tio n s , p rov id es the background again st w hich H aw thorne 
p ortrays the grow th o f a human s o u l . It m ay  be seen , as L ew is  v ie w s
7
it, a s  a sym bol c o ex is te n t w ith the tem poral order it s e lf .  C a lled  the 
c ity  of a ll t im e , it  is  re la ted  to a threefo ld  antiquity, C h ristian , R om an, 
and E tru scan , tied  to  a p ast w hich som ehow  l iv e s  continuously  in the 
p resen t. T here i s  cer ta in ly  nothing s te r ile  in  what tak es p lace  in  the 
n ovel, not to m ention  a ll of the grea t painting and scu lpture w hich r e ­
p r e se n ts  the fe r t ility  o f som e of the g r ea te s t  a r t is ts  who e v er  liv ed .
If l if e  i t s e lf  can be con sid ered  an art, h ere  w e have four people  
who, d esp ite  the o b sta c le s  they each  fa c e , are  attem pting to l iv e  it  
su c c e ss fu lly  and, i f  p o s s ib le , beautifu lly . M iriam  r e a liz e s  that the 
d ark n ess w hich su r iou n d s h er  m igh t quite p o ss ib ly  d im  the lig h t  of the  
oth ers and perhaps even  engulf D onatello , whom  L ew is c a lls  an "A rcadian  
Sim pleton. " T h erefo re , she tr ie s  to  keep that d ark n ess from  a ll of th em .
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But D o n a te llo , who has the kind of affin ity  w ith nature w hich only in ­
n ocen ce  know s, in s is ts  upon prying into h er  a ffa ir s , w ith the r esu lt  
bein g  h is  fa ll from  that inn ocence. H ild a 's idea of the beautiful l i f e  is  
to  rem ain  a loof from  a ll that is  u g ly , although she com m en ts that the 
s ig h ts  of R om e have m o ra l s ig n ifica n ce . "There are  serm o n s in 
sto n es  . . . and e sp e c ia lly  in the stones o f R om e. " P erh ap s she 
n o tice s  the serm o n s in inanim ate ob jects but cannot see  the sam e m o ra l 
le s s o n s  w hich  can be gained from  observin g human b ein gs who have  
p ro b lem s. Kenyon, for the m o st part, is  d escr ib ed  as a kind of m arb le  
m an, who r e a lly  d oesn 't think about o th ers at a ll. B ut, a s  he stands and 
lo o k s  down fro m  D on a te llo 's  tow er, Kenyon, who has apparently lea rn ed  
som eth in g from  h is  rela tion sh ip  w ith the two troubled  o n es , s e e s  a kind 
of m e ssa g e  in the natural surroundings, a p a ra lle l betw een the v iew  and 
the hum an sp ir it . Kenyon a lso  rem ark s that D on atello  should see  a 
m o ra l in the lit t le  shrub grow ing out o f the stone pavem ent w hich form ed  
the roof of the battlem ented  tow er, perhaps the le s s o n  that growth i s  
p o ss ib le  under ther.worst c ircu m sta n ces . Although D on atello  r e fu se s  
to acknow ledge such a le s s o n , h is  flinging over the b attlem en ts a w orm  
that would have k illed  the shrub in d icates that he h a s not co m p le te ly  
lo s t  hope.
But Ethan Brand, w hose "sp iritu a l and p h y sica l jou rn eys p r e -
g
c is e ly  co in c id e , " has no hope le f t . The settin g  for  h is  return  is  a 
lo n e ly  h il ls id e , iso la ted  lik e  h im , in w hich th ere i s  a lim e  k iln , a kind
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of furnace w hich  co n v erts  m arb le  into lim e  dust, an apt sym bol for  
B ran d's h ea rt, co ld  and un sym p ath etic , but aflam e w ith  gu ilt for  the 
unpardonable sin  w hich he finds th ere . The h ills id e  is  surrounded by 
a fo r e s t ,  again  su g g estiv e  of iso la tio n , w ith  the kiln  in  its  c en ter , a ll  
of w hich  rep re sen ts  the h ea rt of Brand in  a kind of m o ra l w ild e r n e ss . 
A fter  he k il ls  h im se lf , a kind of peace  se e m s  to d escen d  upon the la n d ­
sca p e , a lm o st a s  if , lik e  in The H ouse o f the Seven G a b les , som ething  
e v il has been d estro y ed , or at le a s t  rem oved  fro m  the im m ed iate  area  
for a tim e .
T here thus s e e m s  to be a kind of sym pathy betw een hum anity  
and nature, not on ly  in the se n se  that the land scape m ay quite w e ll  
d e scr ib e  a sta te  of m o ra l chaos or b l i s s ,  but a lso  that nature resp on d s, 
e x p r e s s e s  i t s e lf  a s  it  w ere , in con n ection  with human a c t iv it ie s . Reuben  
B ourne, com ing back to fu lf ill  a burning ob ligation  to h is  fr iend  and 
now fa th e r -in -la w , R oger M alvin , lo c a te s  the p lace  w here the body la y . 
T here a tree  w here Reuben had hung h is  " little  banner, " so that he could  
find M alvin w hen he cam e back w ith  h e lp , is  b lighted  at the top w here  
the handkerch ief w a s, but luxu riantly  a liv e  in the m iddle and low er  
b ran ch es. The b light at the top i s  sy m b o lic  of the b light w hich has c h a r ­
a c te r iz e d  B ou rn e's  l i f e  s in ce  that unfortunate day. Y et, I think th ere  
is  a tendency to sym path ize w ith B ourne som ew hat b ecau se  he le f t  only  
b ecau se  of the convincin g argum ents of M alvin, w hose life  app arsntly  
could not be saved  anyway. H is only ju stifia b le  guilt la y  in h is  fa ilu re
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to keep the p ro m ise  to bury M alvin.
M uch m ore resp o n sib le  for  what o ccu rs  is  R ap p accin i, w hose  
e v il  garden, an in verted  E den, is  d ir e c t ly  sym b olic  of h is  m o r a l sta te . 
The hid eou s p lan ts, po isonou s even  to  th e ir  c re a to r , the h o rr ib le  
purple shrub, d ir e c tly  a tte s t  to  the e v il d eed s of R appaccin i, w ho, for  
the sake of s c ie n c e , has iso la te d  h is  daughter fro m  a ll hum anity, m ade  
h er  m e r e ly  the subject of another ex p erim en t. Of c o u r se , she s e r v e s  a 
u se fu l purpose in her poisonous condition , for  she can tend the garden  
w ithout being killed; R appaccin i m u st don h eavy g loves and a m a sk  to  
even  get c lo se  to h is c re a tio n s . G iven h is  attitude, lo s in g  h is  daughter  
in the end probably does not d istu rb  R appaccin i much; a fter  a ll, h er  
death s e r v e s  a u se fu l s c ie n t if ic  p u rp ose. Now he knows what an antidote  
w ill do.
When C overd ale  a r r iv e s  at B lith ed a le , which is  a sso c ia te d  w ith  
the happy v a lley , th ere  is  a w in try  snow  sto rm  taking p la ce . H awthorne  
c a lls  h im  a fr o s ty  b ach elor , not only b ecau se  he is  co ld  but a lso  b ecau se  
he is  som ew hat aloof, d istan t fro m  b a sic  human re la tio n sh ip s, incapable  
of lo v e  for another p erso n . A ll of h is  en erg y  is  expended on snooping. 
P o s s ib ly  he did not r ea lly  co n sid er  B lith ed a le  as a kind of arcad ian  
r e tre a t, a p arad ise  away fr o m  the ord inary  w orld , but cam e to  partake 
of the ch eery  b laze  of the w oodfire  on ly  to  ob serv e  th ose o th ers  who 
c a m e. He cer ta in ly  finds apt ob jects  of in te r e s t .
What Hawthorne is  exp loring  e s s e n t ia lly  in  a ll th e se  w ork s is
177
the shadow land scape of the se lf . A lthough th is  i s  often done in  the 
g u ise  of a d im ly  recogn izab le  "real" w orld , the em p h a sis  is  upon what is  
rev ea led  about the inner w orld , that rea lm  w h ere so m uch that is  s ig n i­
fica n t to hum an life  tak es p la ce . In addition to  the sym b olic  settin gs  
w hich involve la n d sca p es , natural phenom ena lik e  s to r m s, sunshine, 
f lo w e r s , are th ose  re la ted  to  bu ild in gs, in s id e  and out, sym b olic  
in te r io r s , apartm en ts, la b o r a to r ie s , w o rk ro o m s, as w e ll as ob jects  
lik e  pain tin gs, and scu lp tu re . It w ill be seen  that habitations are  not 
ju st backgrounds but so m etim es  the v e r y  h ea rt o f H aw thorne's art.
The m o st obvious exam ple is  T he H ouse of the Seven  G a b les . 
B u ilt over the spot w here the M aule hut w a s, over  an "unquiet g rave, " 
the house rep re sen ts  an in h erited  se n se  of gu ilt for  the P yn ch eons' 
cr im e  against the M aule s . Hawthorne sa y s  "the a sp ect o f the ven erab le  
m an sion  h as a lw ays a ffected  m e lik e  a hum an countenance, bearing the 
tr a c e s  not m e r e ly  of outward sto rm  and su n sh in e, but e x p r e s s iv e , a lso ,  
of the long la p se  of m o rta l l i f e ,  and accom panying v ic is s itu d e s  that 
have p a ssed  within" (III, 17). The hou se and the fa m ily  are in te r ­
changeable, i t s  decay  sym b oliz in g  H aw th orne's m ora l "that the w ro n g ­
doing of one gen eration  l iv e s  into the s u c c e s s iv e  ones . . . "  A s
F o g le  s ta te s , "the pow er of the house i s  the iso la tin g  fo r c e  of the cr im e  
9
and the p ast. "
In accord an ce w ith  h is  ab ility  to  p re se n t a sym bol w ithin a 
sym bol w ithin a sym bol, Hawthorne d e sc r ib e s  P h o eb e's  room  in the
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h o u se , w hich i s  a spot of sunsh ine, as she is  to C lifford  and H epzibah. 
A lso  in sid e  the house is  H o lg ra v e 's  dw ellin g , contain ing "a book, face  
downward, on the tab le , a ro ll of m an u scrip t, a h a lf-w r itten  sh e e t , a 
new sp ap er, som e to o ls  of h is  p resen t occupation , and s e v e r a l re jec ted  
dagu erreotypes"  (III, 290). T h ese  ob jects  r e v e a l H o lg ra v e 's  in te r e s ts  
a s  a kind of a r tis t  fig u re . A s he o b se rv e s , stands a loof fro m  the action , 
at le a s t  until h is  in volvem en t with P h oeb e, he w r ite s  and tak es p ic tu re s . 
H olgrave could v e r y  w e ll be the serp en t in  the b o so m , the invading  
M aule who w reak s the fin al d estru ction  on the P yn ch eon s, by looking  
d eep ly  into th e ir  in te r io r s , exploiting the human h ea rt only for  h is  own 
a r t is t ic  p u rp o ses . But he is  the one to end it  a ll , w hich b eco m es obvious 
w hen he r e fu se s  to u se  h is  hypnotic pow ers on P h oeb e. He r e so lv e s  the 
fin a l m y ste ry  of the m iss in g  property  by rev ea lin g  that the deed is  
behind the p ortra it o f the e v il  C olonel Pyncheon , w hose p ic to r ia l in ­
flu en ce  over a ll  the other Pyncheons is  a lso  at an end.
Another sym b olic  stru ctu re  is  D o n a te llo 's  tow er am ong the 
A penn ines. C overed  w ith y e llow  m o ss  and c lo se  - c lin g in g  lic h e n s , the 
c a s t le ,  which had once been a fo r tr e s s , now has fo rsa k en  ro o m s, is  in  
a sta te  of decay  and ruin . A narrow  s ta ir c a se  le a d s  up to  "The Owl 
T ow er, " from  w hence D on atello  lo o k s down. We are  to ld  that a monk  
once burned for  h is  fa ith  haunts the tow er, that the a lab a ster  skull 
rep re sen ts  som e c r im e , and that the c a st le  i s  surrounded by an A rcadian  
Ita lian  cou n trysid e. The c a s t le  and its  setting  both su g g est the p ast, a
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dark one fil led  with som e kind of s e c r e t  corrup tion , and the p resen t of 
D on a te llo 's  stru gg le  w ith h is  gu ilt. Kenyon rem ark s on the sym b olic  
m eanin g of the tow er w hich, he sa y s , " r ese m b le s  the sp ir itu a l e x p e r i­
en ce  of m any a sin fu l sou l, w hich, n e v e r th e le s s , m ay stru gg le  upward  
into the pure a ir  and lig h t of H eaven at la s t!"  The o w ls , who u su a lly  
r ep re sen t w isd om , are  m o re  to lera n t of h im  now, sa y s  D on ate llo , the 
su g g estio n  being that he has gained som e kind of w isd om  through h is  
c r im e . Although the c a s t le  is  a sso c ia te d  w ith tim e and age , and thus 
w ith ancient c r im e , or even  orig in a l s in , it  is  apparent that D onatello  
had not h ereto fore  r ea lize d  that he w as in a fa llen  w orld . It is  a lm o st as  
though H awthorne is  saying that each  m an in a sen se  r e -e n a c ts  the fa ll ,  
a n e c e s s ity  if any m o ra l growth is  to  take p lace .
Other in te r io r s , lik e  th o se  in The M arble F aun, s e e m  to be
co m m en ta r ies  on th ose  who dw ell in them . Kenyon, H awthorne's "m arble
m an, " l iv e s  in a studio d escr ib ed  as fo llow s:
The studio of a scu lp tor is  g en era lly  but a rough  
and d rea ry -lo o k in g  p la ce , w ith  a good dea l the 
a sp ec t, indeed, of a s to n e -m a so n 's  w orkshop.
B are f lo o r s  of b rick  or plank, and p la stered  
w alls; an old ch a ir  or  two, or perhaps only a b lock  
of m arb le  (containing, h ow ever, the p o ss ib ility  of 
id ea l grace  w ithin it) to s it  down upon; som e h a stily  
scraw led  sk etch es  of nude fig u re s  on the w hitew ash  
of the w a ll (VI, 139).
E x cep t for  som e m om en ts o f in sp ira tion , Kenyon se e m s  to be incapable  
of producing anything w hich co m es a liv e . H is v is io n  is  s tark ly  r e a l­
i s t ic ,  lik e  h is  d w ellin g , and o m its  for  the m o st part that e lem en t w hich
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i s  m o st im portant for liv in g  art - -  the ab ility  to r e le a s e  l i f e ,  to  
sp ir itu a lize  m a tter .
P erh ap s M iriam  goes to  the other e x tr e m e . H er w ork room  is  
"one of th ose  d eligh tfu l sp ots that hardly se e m  to belong to  the actual 
w orld , but rather to be the outward type of a p o e t's  haunted im agination , 
w here th ere  are g lim p se s , sk e tch es , and h a lf-d ev e lo p ed  h in ts of beings  
and ob jects grander and m ore  beautiful than w e can anyw here find in 
rea lity"  (VI, 57). Y et her v iew  would probably be c lo se r  to  H aw thorne's  
own.
H ilda, who l ik e s  the p icture of the A rch an gel M ich ael, unruffled  
even  after  s lay in g  the dragon, l iv e s  in her tow er "above a ll the e v il  
scen ts  of R om e. " M ir ia m  sa y s  "in your m aid en  e lev a tio n , you d w ell 
above our v a n itie s  and p a ss io n s , our m ora l d u st and m ud, w ith  the 
doves and the an g e ls  for  your n e a r es t n e ig h b o rs. " Iso la ted  in h er  in ­
n ocen ce, H ilda is  incapab le of showing sym pathy or m e r c y  tow ard th ose  
who have fa llen  sh ort of h er  high a sp ira tio n s and ex p ecta tio n s. When 
the e v il w hich in v o lv es  h er  fr ien d s tou ch es h e r , th ere  is  no p lace  to  
go for  r e lie f  but down. T h is  d escen t tak es h er  to human sym pathy and 
u ltim a te ly  to an a sso c ia tio n  w ith K enyon.
S till other in te r io r s  are ob jectifica tio n s of hum an h e a r ts , or 
m o ra l s ta te s . Arthur D im m esd a le 's apartm ent has a "sunny exp osu re  
and heavy window cu rta in s to crea te  a noontide shadow , w hen d e s ir a b le . " 
C reating  a shadow in the m id d le  o f the day is  a natural thing for  the
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m in is ter  b ecau se  he h im se lf  is  a shadow , H aw thorne, in fact, c a l ls  
him  "the d im m est of a ll shadow s, " b ecau se  he has not been  tru e. Sup­
p o sed ly  a lo v e r  of truth who fe e ls  that untrue th ings are  sh ad ow -lik e , 
D im m esd a le  n e v e r th e le ss  i s  able to curta in  h is  own gu ilt w ith the heavy  
d rap es o f h yp ocr isy .
E ino R ailo  has noted in The Haunted C astle; A Study of the 
E lem en ts  of E n g lish  R om an tic ism  that the haunted room  of an old  
c a st le  can  becom e the lab ora tory  of m a g ic ia n s, a lc h e m is ts , a s e c r e t  
r e se a r c h  room  of the s c ie n t is t , in g en era l, a p lace w here som e te r r if y ­
ing e lem en t is  housed. T h is ca st le  f its  into the lite r a tu r e  of v a r io u s  
p er io d s , s in ce  it  is  a kind of re -ren d er in g  of the haunted c a st le  of 
"terror ro m a n tic ism . " T here is  no c a st le  in "The B irthm ark, " but 
we do have the strange lab ora tory  w here A ylm er does h is  w ork. It is  
co m p rised  of two room s - -  one decorated  in a rather elab orate  m anner  
lik e  a boudoir, and the other containing the fu rn ace , d is t illin g  apparatus, 
and other equipm ent he fin ds n e c e s sa r y . T h is lab  m ay w e ll r ep re sen t  
A y lm e r 's  m ind and m o ra l being. A ll of the m ach in ery  w hich it  contains  
is  u sed  by A ylm er in h is  continuing attem pts to thw art nature. N atural 
lig h t i s  kept out in favor of a r tif ic ia l lig h t, a s ign ifican t fa c t s in ce  it  
rev e a ls  A y lm er 's  p re feren ce  for that w hich d oes not contain  the flaw  
of earth , the stain  of actuality . T his in s is te n c e  upon p erfectin g  m a tter  
r e su lts  in  the death of h is  w ife .
In sum m ary, the fo rego in g  ex a m p les  rev e a l that H aw thorne's
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se ttin g s  w ere  for the m o st part sy m b o lic . B y h is  u se  of cer ta in  kinds  
of la n d sca p es and in ter io r s  w hich are quite ob v iou sly  su g g estiv e  of 
va r io u s s itu ation s and sta tes  of m ind, he m an ages not only to  o v ercom e  
the m a ter ia l in favor of the id ea , but a lso  to gain a kind of d istan ce  or  
p ersp ec tiv e  w hich en ab les h im  to concen trate  on the inn er m eaning of 
p a rticu lar  ev en ts . T h is approach r e in fo rces  the th em es he is  try ing  
to convey . M eaning e m e rg e s  not only fro m  what the c h a ra c ter s  sa y  and 
do, but a lso  from  w here th ey  do it  and what th ey  are  surrounded by. 
T hus, the w hole setting  i s  m ade to serv e  the cen tra l m eaning. F u rth er ­
m o re , H awthorne knew that it  w as d ifficu lt to  d escr ib e  m o ra l s ta te s  in  
a d ir e c t ly  factu al way, that m ental p r o c e s s e s  are som ehow  out of the 
rea lm  of stra ightforw ard p ro se , which cannot convey th eir  com p lex ity .
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CONCLUSION
W .D . S n od grass, in an a r tic le  en titled  "An O verv iew  of 
R ecen t P oetry ," ^  d is c u s s e s  what he fe e ls  w as a grea t a r t is t ic  r ev o lu ­
tion  from  1870 through 1930. He a s s e r ts  that th is revo lu tion  w as e s ­
sen tia lly  an attack upon fo rm , led  by the Im p r e ss io n is t  p a in ters , who 
attem pted to d estro y  m atter  so they could r e le a se  en erg y . S n o d g ra ss's  
h yp oth esis  is  quite an in terestin g  one to con sid er , in connection  w ith  
th is  th e s is . It ap p ears, though, that the revolu tion  began som ew hat 
e a r lie r  than he would p lace  it.
T h is  s e e m s  to  be what E m erso n  i s  saying in h is  1836 e s s a y ,  
"N ature, " when he s ta te s  that the poet "unfixes the land and the sea , 
m ak es th em  rev o lv e  around the ax is  o f h is  p rim ary  thought,, and d isp o se s  
th em  a n e w ."  The poet, E m erson , con tin u es, conform s th ings to h is  
thoughts, so that "the so lid  seem in g  block of m a tter  h as b een  pervaded  
and d isso lv ed  by a thought. " M atter is  d isso lv ed  so  that the en ergy  
generated  by the w ork of art m ay be r e le a se d . One m ay  even  think of 
E m erso n 's  b e lie f  that tru ly  crea tiv e  m om en ts can occu r only when one 
c r o s s e s  the th resh o ld  of the house of tim e as a kind of attack on fo rm , 
the form  d ictated  by the p ast and a ll it  r ep re sen ts  in te r m s  of a r t is t ic
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con form ity . He b e lie v e s  that when the a r t is t  c r o s s e s  th is th resh o ld  to  
go into the w oods, he is  allow ing h im se lf  to be surrounded by the 
b ea u ties  of nature at w hich tim e  he can b ecom e a "transparent ey eb a ll, " 
tru ly  s e e ,  and e ffe c tiv e ly  com m unicate w ith the pervading sp ir it  of the 
u n iv e r se . The r e su lt  of a ll th is  is  that one can r e c e iv e  the flow  o f in ­
sp ira tion  from  without, com bine it w ith h is  own deep w e ll of c e r e b r a ­
tion , and allow  a ll of it  to flow  out a gain Tike a beautifu l, m eaningful 
fountain of ligh t.
F or T horeau, too, it w as im portant to le a v e  so c ie ty , c r o s s  
the th resh o ld  from  the conventional, so u l-d estro y in g  workaday w orld , 
in  ord er  to find out what w as r ea lly  e s s e n t ia l , to e s ta b lish  som e m ea n in g ­
fu l v a lu e s . F or  h im  the attack  on m atter  w as d irected  at the ou ter , 
m a ter ia l life  w hich he fe lt  m u st be d isc ip lin ed  and pu rified  so  that the 
inner life  could develop  fu lly . Bathing in the pond, fo r  exam p le , su g ­
g e s ts  the kind of pu rification  r itual by w hich the d u st o f the ord in ary  can  
be rem oved . R ebuild ing a new  hut, a d ifferen t m a ter ia l e x is te n c e , 
based  on the n ew ly -d isc o v e re d  needs of the sp ir itu a l s e lf , w as the only  
w ay that T horeau fe lt  he could in tegrate  the s e lf .  Som ehow  the inner  
en erg y  had to be r e le a sed , and it  w as when fo rm , the conventional 
bond betw een m an and so c ie ty , w as d estro y ed  that th is  en ergy  em erg ed .
W hitman s im ila r ly  i s  concerned  w ith  the re la tion sh ip  betw een  
m a tter  and sp ir it . A lthough he se e m s  at t im e s  rather p reoccu p ied  with  
the p h y sica l, a s  in h is  sta tem ent about h is  "lucious" f le sh , the
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ce leb ra tio n  of the body in "Song of M yself, " he is  n e v e r th e le s s  quite 
capable of transcen ding it in  favor of the id ea l. In "Song of M y se lf, " 
for exam p le , he se e m s  to be transcen d ing the p h y sica l when he says  
"I e ffu se  m y f le sh  in ed d ies and d r if t  it  in la c y  ja g s . " W hitm an's 
attitude tow ard poetic  form , that it  m u st not stand in the w ay of m eaning  
but som ehow  fa c ilita te  it , i s  a lso  an attem pt to d e str o y  fo rm  in order  
to r e le a s e  energy.
A m uch m ore  obvious attack on m atter in actual a r t is t ic  p ro ­
ductions is  the work of E dgar A llan  P oe . G rotesque in ter io r s  and w ild  
la n d sca p es sym b olize  s ta te s  of m ind, w hile the em p h a sis  on d e c o m p o s i­
tion , w ith the tim e-ea ten  e d if ic e s  lik e  the house of U sh er , and the 
w asting  away of Rowena in the horrib le  cham ber in  " L igeia , " illu stra te  
P o e 's  attack on m atter . W ilbur, in h is introduction to  the L au rel E d i­
tion  of P o e 's  W orks, d e sc r ib e s  th is  poetic p r o c e s s  as the sym b olic  
d estru ctio n  of the p h y sica l. Such a ctiv ity  d o es , one m u st adm it, r e le a s e  
en erg y  in the form  of u su a lly  engaging ta le s .
H awthorne, too, attack s m atter  in ord er  to r e le a s e  en ergy .
He a lw ays fe lt  that the m a ter ia l w orld  in w hich he liv ed  and w orked w as  
antagon istic  to  the im agination . It is  a w ell-k n ow n fa c t that he b itter ly  
com plained about h is  inab ility  to produce anything w orthw hile when he 
w as busy w ith a norm al job. The en erg y  of the im agination  could som ehow  
not be rea lized  u n less  he had quiet and le is u r e . But th is  kind of r e ­
jec tio n  of m atter , or  at le a s t  p referen ce  for the m ental or id ea l.
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extended far  beyond m e r e ly  being fr e e  from  ord inary a c t iv it ie s .
When Hawthorne w as r e liev e d  of outside r e sp o n s ib ilit ie s  so  
that he could  w r ite , he concentrated  on s to r ie s  about h is  P u ritan  
a n c e s to r s , ta le s  s e t  in  p la ces  lik e  R om e, the utopian B lith ed a le , and 
s to r ie s  r ep lete  w ith  r e fer en ce s  to  ancient m ythology. He u su a lly  did  
not, in o th er w o rd s, d e scr ib e  the contem p orary  scen e , or draw  m a ­
te r ia ls  fro m  the w orld  of h is own tim e and p la ce , but rather  turned back  
in tim e  for the m o st  part to v iew  in h is  art the m o ra l p rob lem s w ith  
w hich m en  stru gg led . H aw thorne's approach to id ea liz in g  m atter  w as  
c h a r a c ter iz ed  by gaining tem p ora l, sp a tia l, and even  p sy ch ic  d ista n ce . 
R ather than rejec tin g  m atter  en tire ly , he is  u sin g  fa c t as a kind of 
b a s is  for  h is  w ork, but, through d istan ce  and p e r sp e c tiv e , d isso lv in g  
it  o f it s  g r o ss  a c tu a lit ie s .
T h is  kind of a r t is t ic  stan ce  puts Hawthorne betw een  the actual 
and the im ag in ary , a p lace  he d escr ib ed  a s  the n eu tra l ground. The 
e m p h a sis , th er e fo re , i s  not on w hether Hawthorne co n v erts  m atter  to  
id ea , but how . A c lo se  con sid era tion  of h is  n o v e ls  and s to r ie s  has  
shown, to o , that in  a lm o st e v ery  in stan ce what happens to the m a ter ia l 
has a m o ra l or e th ica l s ig n ifica n ce . It is  th is  m eaning that g iv e s  m o st  
of h is  w ork its  u n iv er sa lity . By concentrating  on the u n iv er sa l, H aw ­
thorne is  able to m ain tain  in tegr ity  a s  a w r iter  who b e liev ed  that th ere  
w ere  b a s ic  m o ra l p rob lem s w hich a ll m en  shared.
B a s ic a lly , then, Hawthorne d oes f it  into what Sn odgrass
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d e sc r ib e s  as the a r t is t  who attack s m a tter  in  ord er  to r e le a se  en erg y .
He show s m atter being d estro y ed  in h is  w orks in m any d ifferen t w a y s, 
but the d estru ction  i s  a lw ays sy m b o lic , s o  that the en ergy  r e le a se d  is  
the m eaning o f the w ork. D ista n ce  rem o v es  the s to ry  from  co n cre te , 
every d a y  co n sid era tio n s so that the prob lem  being exp lored  can be 
iso la te d  and v iew ed  w ith p e r sp ec tiv e .
In addition to  id ea liz in g  the m a ter ia l by d ista n ce  and p e r sp e c ­
t iv e , Hawthorne m an ages to r e a liz e  the id ea l. He p ro jects  in ter io r  
m ean in gs into outward sym b ols by the u se  of sym b olic  jou rn eys and 
sy m b o lic  se ttin g s . T h is sym b olic  m ethod en ab les h im  to exp lore the 
u n d erside  o f ex p er ien ce , that area  of human e x is te n c e  b est understood  
in  such  te r m s . T h u s, the journey m ay  be seen  as a d escen t into the 
d eep est reg ion s of the human sou l, w here a human being is  confronted  
w ith  h is  Shadow, Jung's w ord for the dark c h a r a c te r is t ic s , the p rop en sity  
to  s in , after w hich ex p er ien ce  one m ay m ature or be d estroyed  lik e  
Young Goodm an Brow n. The jou rn ey  m ay a lso  be seen  a s  the plunge 
into ex p er ien ce , as lead in g  to the kind of in itia tion  which Robin M olineux  
p a s s e s  through. W hatever i t  su g g e s ts , and th ere  a re  num erous p o s s i ­
b i l i t ie s ,  the journey m o tif  a llow s the w r ite r  to p resen t through sy m b o lism  
id ea s  and m eanin gs w hich  m igh t o th erw ise  be lo s t .  T h is is  a lso  tru e of 
the u se  of sym b olic  se tt in g s , w hich enable H awthorne to rep resen t  
v iv id ly  inner s ta te s  by outer sce n e r y . The p a r a lle ls  betw een m atter  and 
sp ir it  are thus m ade p ic tu resq u e ly  c le a r .
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C onverting m atter  to idea is  a b a sic  a r t is t ic  function. That 
H aw thorne d oes it is  not p a r ticu la r ly  s ign ifican t. W hat is  im portant, 
h ow ever, to a deeper understanding and fu lle r  ap p recia tion  of h is  w ork  
is  how he d oes it and what the r e su lts  a r e . In conn ection  w ith  the f ir s t  
point, we have seen  that H awthorne rather than d estro y in g  m a tter  
e n tir e ly  c h o o ses  to d is so lv e  it of it s  g r o ss  a c tu a lit ie s . The m a ter ia l is  
sig n ifica n t to h im  only in  te r m s  of m eaning. He p r e se n ts  the inner  
w orld  of m a n 's  ex p er ien ce , but n ever  fo rg e ts  e n tir e ly  the outer w o r ld 's  
in flu en ce . The d istan ce  w hich is  n e c e s s a r y  for  d is so lv in g  the g ro ss  
actu a lity  o f fact a ids a lso  in ach iev ing  u n iv ersa l m ean in g . M odern  
p sych o logy , for  exam ple, r ec o g n iz e s  the ro le  of r e p r e s se d  gu ilt f e e l ­
in g s , lik e  D im m esd a le 's , in  m en ta l i l ln e s s ;  the danger of liv in g  in the 
p a st, lik e  H epzibah and C lifford  in The H ouse of the S even  G a b les; the 
danger of a prying nature to  s e lf  and o th ers , a nature lik e  that of M iles  
C overd a le  w hich finds fu lfillm en t only by intruding into the l iv e s  of 
oth ers; or the d isa ste r  w hich m ay  r e su lt  fro m  o n e 's  in a b ility  to  s e e  the 
d a rk n ess in h im se lf  and o th ers w ithout being overw h elm ed  by it , as  
Young Goodm an Brown and P a rso n  H ooper are and a s  D on atello  a lm o st  
i s .  H awthorne has thus m anaged r e a lly  to  exp lore  the u n iv er sa l p rob ­
le m s  of e v il and gu ilt w hich have plagued m ankind throughout h is to ry , 
an a ch iev em en t w hich m ak es h is  w ork not only an im portant contribution  
to  the h is to r y  of liter a tu r e , but a lso  to the h is to ry  of id ea s .
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